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GR EG O R  A I C H I N G E R  (1564-1628):
P E R F O R M A N C E  ED IT ION S of S EL EC TE D MOTETS
C H A PT E R  I
I N T R O D U C T I O N
Grego r Ai c h i n g e r  (1564-1628) is an a ck n o wl e d ge d
m a s t e r  of the tr an si tio nal  per io d from late R e n a i s sa n c e to
early Baroque. His early p ub li sh ed c ol lec tio ns  of motets
reveal the traits of his V e n et i a n tea cher Giovanni Gabrieli
as well as of Or la ndo  di Lasso, a n at i v e  of Mons in the
pr ov i nc e  of Haina ult , and long time resident of Munich.
H. F, R e d l ic h  reports that wh il e s t u dy i ng  with Giovanni
G abr ie li  in Venice from a p p r o x i m a t e l y  1585 to 1588,
A i c h i n g e r  "won the re pu t at io n  of being  more V e n e t ia n  than
his men t o r hi m s el f . "^  Reese notes three general st ylistic
c h a r a c t e r i s t i c s  - "clarity of structure, careful voice
2leading, and co ncern for b e au t y  of sou nd, " which he
^The New Oxford Hi st ory  of Music (London: Oxford 
U n i v e r si ty  Press, 1968), vol. 4: The Age of H u m an i sm  15 40 -
16 3 0 , "Early Baroque Church Music" by 11. F . Redlich, p. 545,
2 Gu sta ve  Reese, Music in the R e n a i s s a n c e , rev. ed. 
(New York: W. U. Norton & Company, 1959), p. 699.
1
2
a s s o c i at es  w i t h  the R om a n  school. Ho wever, these traits are 
also typical of most of A i c h i n g e r ' s  co n t emp ora ri es . Later 
in hiê ca reer A i c h i n g e r  was i n fl ue n c e d  by the mo no d ic  style 
of Lo d o v i c o  G ro ssi  da V i a d a n e  (1560-1627). As a result, he 
was one of the first Ge rm a n m u s i c i a n s  to employ t h o r o u g h ­
bass .
Am o n g  his own co u nt ry m en ,  A i c h i n ge r  was co n t e m p o r a r y
with  Hans Leo H a s s l e r  (1564-1612), and Mi ch a el  Pr ae t o ri u s
(1 571 -1621), and, in his own day, was s om ew ha t o v e r s ha d o we d
by them. H ow ev er , p r es e n t day opini on s are different.
W i l l i a m  Hettrick. ob s e r v e s  that "he ranks wi t h Hans Leo
H a s s l e r  a mo ng  the most i m p o r t a n t  and p ro l i f i c  com po se rs in
s ou t h e r n  G e rm a n y  in the late si x t ee nt h  and early se ve n-
3
te enth c e n t u r i e s . "  F r i e d r i c h  Blume furt he r contends that 
"Praetorius' w or k s  are p r i m a r i l y  the result of i n s p i ra t i on  
pr ov i de d  by s t u d y i n g  and h e a r i n g  works of A i ch i n g e r . " ^
A i c h i n g e r ' s  o e uvr es  were  p u bl ish ed  be tw een  1590 and 
1626 in t w e n t y - n i n e  volumes. They enco mpa ss  R e n a is s an c e  
mo te t s and s acr ed c o n c e r t a t i  in early B a ro q u e style, but no 
masses. Eight of these c o l l e c t io n s  use thorough -b ass . Two 
are w r i t t e n  in the Ge r m a n  la n gu a g e w h i l e  the rest are in 
Latin. Several i n s t r u m e n t a l  rice rca ri  and canzoni are found
^ W i l l i a m  E. Het tri ck , "A ichinger, G re gor ,"  The New 
Grove D i c t i o n a r y  of Mus ic  and M u s i c i a n s , 6th ed., (Macmillan  
Pu bl i sh e r s  Limit ed,  1980), vol. 1, pp. 177-78.
^ F r i e d r i c h  Blume, P r o t e s t a n t  Ch urc h Music (New York: 
W. W. N ort on & Company, Inc., 1974), p. 159.
w it h i n  his c o l l e c t i o n s . ^  Nu m e ro u s  i n d i vi d u al  wo rk s appear  
in a n t h o l o g i e s  of the time.
U nt i l  ver y re c ent ly  his works had been rep ub l is h e d  
by only two editors, Carl Pr os ke (1794-1861) and Theodo r  
K r o y e r  (1873-1945). Pr os ke  i nc lud ed  fifte en motets and a 
short b i o g r a p h y . ^  Kr o ye r wr o t e the first exte nsi ve  
b i o g r a p h y  and e di ted  fifteen d if f e re nt  motets and the 1604 
co l l e c t i o n  of mo te t s en t i tl e d  L a cr um ae  D. V i r g i n i s .^
Since Kr o y e r ' s  pu b l i c a t i o n  of s e ve n t y  years ago,
g
W i l l i a m  H e t t r i c k  w r o t e  his d o ct or al  di s s e r t a t i o n  on 
A i c h i n g e r ' s  later w o rk s  and p u b l i s he d  his Can tiones e c c l e s i - 
a sti ca e (1607), the first co l le c t io n  of music by a German
9c om p o s e r  that emplo ys  th oro u g h- ba s s.
Only fifte en d i f f e r en t  m ote ts by A i c h i n g e r  are
Six r i c e r c a r i  are found in his Liber secundus s a c r a ­
rum c a n t i o n u m  of 1595 and five canzoni are found in his 
A lt e r a  pars s a c r a r u m  Dei la u d u m  of 1609,
^Carl Proske, ed., M u si c a  Di v i n a  (Regensburg: 
F ri d e ri c i  Pustet, 1853- 186 3),  vols. 2-4.
^T he o do r  Kr oy er,  ed., Gr eg or  A i c h i n g e r : Ausgfe'wahlte 
W e r k e , D e n k m a l e r  der T on kun st  in B a y e r n , Jg. 10, vol. 18, 
no. 1 (Leipzig; B r e i t k o p f  & Hârtel, 1909).
^ W i l l i a m  E. H e t t r i c k  III, "The T h o r o ug h - ba s s  in the 
Wo rk s  of Gr e g or  A i c h i n g e r  (1564 -1 628 )" (Ph. D. dissertation, 
The U n i v e r s i t y  of Mi c hi g a n,  1968).
9W i l l i a m  E. Hett ric k,  ed., Ca n tio ne s E c c l e s i a s t i c a e , 
Gregor  A i c h i n g e r  (Madison: A-R Ed itions, Inc., 1972).
av ai la ble  in o cta vo editions t o d a y . S o m e  c£ the more 
p op ul ar  ones, such as Adoramus T e . Jubi la te D e o , and Ubi 
est A b e l ?, have been pub li she d by as man y as three separate 
pub lis he rs  .
The purpo se  of this study is to prepare m od ern  p e r ­
forming edi tio ns  of four motets from Gregor A ich ing er 's  
Liber Sa c r a r u m  Cantionum, quinque, sex, septem, et octo 
voc um of 1597. The Jubilate Deo is the only motet from this 
co ll e ct i o n pu b li she d in a mo d er n  editio n (see above).
Chapte r II is a b i o g r a ph y  of Gregor Aichinger. Chapter III 
analy zes  in some detail four selected mo te ts  from the 1597 
pub lic a ti o n . Some of the topics to be considered are:
1. Part d is tr ib uti on
2. Formal structure
3. Mo dal  usage
4. Me lo di c design
5. M et r i c a l  and r h yt hmi c features
6. P o l y p h o n i c / h o m o p h o n i c  textural effects
7. E x pr es s i v e  textual effects and word p a in ti ng
8. Styl is tic  influen ce s of Lassus, Giovanni Gabrieli, 
and the Roman school
Thomas R. Nardone, James H. Nye, and Mark Resnik, 
eds.. Choral Music in P r i n t , 2 vols. (Philadelphia: M usi c-  
data. Inc., 1974), vol. 1: Sacre d Choral Music.
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Ap pen di x A co n ta i n s a s t a te me n t of e d i t o r ia l  p r i n ci p l es  as 
well as a d i s c u s s i o n  of the f o l l o w in g  sa lient aspects of 
A i c h i n g er ' s  no t a ti o n :
1. T a c t a l  and m et r i c a l  re l a t i o n s h i p s
2. M u s i c a  ficta
3. L i g a t u r e s  and c ol o r a t i o n
4. E r ra t a  in the pri ma r y sou r c e
Ap pe n d ix  B contai ns  the ed it io ns themselves.
C H A P T E R  II
G R E G O R  A I CH I N GE R :  HIS LIFE AND WORKS
A c c o r d i n g  to his tom bs ton e, Gr e go r  Ai c h i n g e r  was
63 years old w h e n  he died on J a n u a r y  21, 1628,^ Thus he
must have been b o r n  b e t we e n J a n u a r y  21, 1564, and Ja n ua r y
21, 1565. His to mb st o ne  also sta te s  that he was a n a t i v e  of
Reg ens b u rg ,  Ba va ri a, w h i c h  is f u r th e r  v e r i f i e d  by his first
pub lic a t io n ,  Sacra e ca nt io n es  of 1590. On the title page he
calls h i m s e l f  "G r eg o r iu s  A i c h i n g e r  R a t i s b o n e n s i s ". But
there is no fu rt her  e v i d e n c e  of his b i r t h d a t e  b e c a u s e  no
b a p t i s m a l  re co rds  from R e g e n s b u r g  can be found from this 
2p e r i o d .
Also, v e r y  litt le  is k n ow n  ab out Ai c h i n g e r ' s  family 
history. Be a re rs  of the name A i c h i n g e r  in va rio us sp e lli ng s
*See Ta bl e  3, p. 28, below.
2Ernst Schmid, "A ic hin ger , Gr e go r"  Die Mu si k in 
G e s c hi c ht e  und G e g en w a rt  (Kassel: 1 94 9-1 951 ),  vol. 1, 
col. 177.
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a ppe ar  in do c um e n ts  from R e g e n s b u r g  b e g i n n i n g  in 1334. The 
or ig i na l  h o m e l a n d  was likely upp er  A u s t r i a  with the family
3
seat b e i n g  the A i c h i n g e r h o f  at Wi l h er i n g.  The A i ch i n g e r  
name in this l att er  area has been traced back to 1240.
A i c h i n g e r  stems from the wor d E i c h , "Oak". The 
family's c a nt in g  arms contain three acorns on a bend d e x t r a .
A fa c sim ile  of his coat of arms may be found in Schmid's 
arti cle  in M G G .^
A l t h o u g h  it can be d e f i n i t e l y  es t a b l i s h e d  that Gregor 
A i c h i n g e r  was f ol l o wi n g  the Ro m a n o b e d i e n c e  in 1584, w h e n  he 
became, at age 20, o rg a n is t  at St. Ul r ic h ' s Cath ed ra l in 
Augsburg, it is not po s sib le to d e t e r m i n e  wh e t h e r  he was bqrn 
to this faith b e c a u s e  of the sh i f t i n g  rel igious a lle gi an ces  
of the times, p a r t i c u l a r l y  in Bavaria. The Council of Trent 
a dj o u r n e d  p e r m a n e n t l y  in 1563, the year before G re gor  was 
born, and in the same year, the C ou nt e r R e f o r m a t i o n  in 
B av a ri a  i n c r e a s e d  in i n te ns it y und er  the di r ec t i on  of the 
Jesuits. They op e ra t e d  from a bas e at the U n i v e r s i t y  of 
I ng o ls t a dt  w h ic h  A i c h i n g e r  later at t en d e d from 1578 to 1582. 
It is very likely, therefore, that he was alread y a p r a c ­
ticing, if not devout, Roman Catho li c wh e n  he m a t r i c u l a t e d  
at age 14, be ca us e the U n i v e r si t y  o f I n g o l s t a d t , being the 




toward Lu the ran s.  Fu rt her  e v id enc e of the strength of the
co mp os er' s a t t r a c t i o n  to Rome is the fact that he later
be came a pr iest and pursue d al most his en tire career w ith in
the R om a n  C a tho lic  li tu rg y and faith. In the secul ar  world,
he owe d su pp or t to v a ri o u s me mb ers  of the bankin g house of
Fugger, f i na nc ia l and s p ir it ua l su p po rt er s of the Roman 
5p o p e .
It is i n t e r e s t i n g  to sp ec u l at e  about the faith of 
hi 1 pa re nt s and gr a n d- p a re n t s b e cau se their city, R e g e ns b ur g  
on the D a n u b e  in ea s te r n  Bavaria, at first followed the 
L u t h e r a n  c on fes sio n,  only to r e f o r m  to the Catholic faith 
later. In 1542, the m a g i s t r a t e  and ci tizens of the imperial  
city of R e g e n s b u r g  had so l em n l y re c og n i z e d  the ev ang el ica l  
L u t h e r a n  r el i g io n . ^ But in 1555, the Rel ig iou s Peace of 
A u g s b u r g  g r ant ed i m pe ri al  cities re ligious tolerat io n for 
the two co n f es s i on s.  C a t h o li c . an d  Lutheran, wh il e other 
subj ect s wer e to fo ll ow the co n fe s s i o n  of their prince.
Then, as re la t e d  above, the Jesuits beg an su c c es s f ul l y  r e ­
c la im ing  the area of eastern Ba v a ri a  for Rome after 1563.
Be ca u s e  Grego r m a t r i c u l a t e d  at the Jesuit U n i v e r s it y
^ Su pp ort  by the Fuggers did not n e c e s s a r i l y  go only 
to fol lo wer s of the R om an  obedience. Octavian, for example, 
was a pa t ro n  of Hans Leo Hassler, a protestant. See Gene olo gy  
of the Fu gge r Family, Table 1, p . 14.
^A ug u s t  Schar nag el,  "R e gen sbu rg ",  M G G , vol. 11, 
col. 112. "Am Okt. 15, 1542, ba tten sich Mag ist ra t und 
B u r g e r s c h a f t  feie rli ch  zur ev.-luth. R e li gio n bek an nt ."
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of I n g o l st ad t  at the early age of 14, it is most u nl ike ly  
that eit he r he or his pa rents were p rot es ta nts  at that time. 
His fore be ars  may very we ll have followed their fellow 
citize ns of R e g e n s b u r g  in co n f es si n g the L u t h er a n  faith in 
1542, but they then p ro ba b l y  re tu rn ed to the Cathol ic fold 
so me t i me  dur i ng  Gregor's c h il dho od  and youth.
There  is v i r t u al l y  no in f o r m a t i o n  extant r e g a r d i n g , 
A i c h i n g e r ' s  early  life. The first doc ume nt ed ev i de n c e f o l ­
lo wi n g  his birth  seems to prove that he was in R e g e n s b u r g  in 
1576, w h e n  he was 12 years of age for, in 1602, he swore to 
a d e p o si t i on  at A u g s b u r g  in the course of a lawsuit bet w ee n  
Hans Leo H a s s l er  and Conrad Eis en b ur g e r,  an A u g s b u r g  bui l de r  
of m u s i c a l  clocks that, at an I mp er ia l Diet in R e g e n sb u r g  
in 1576, he saw and h e a r d  a m e c h a n i c a l  organ play several 
pieces all by itself. ^ This evide nce  puts the compo se r in
^Ernst Fritz Schmid, "Gregor Ai c h i n g e r , "  L e b e n s - 
bil de r  aus dem b a y e r i s c h e n  S c h w a b e n , vol. 1 (Munich: Max Huber 
Verlag, 1952), p. 248. It wo ul d  app ea r  that A i c h i ng er  was 
te s t i f y i n g  for E i s e n b u r g e r  and against H. L. Ha ss l e r who, with 
his b r o t h e r  Jakob, be c a m e  en ta n g le d  in a series of lawsuits 
as a result of their co m me rc i al  in v ol v e me n t  in the m a ki n g  of 
m e c h a n i c a l  instru me nts . As a result of this dispute in 1595- 
96, Jakob Has s l er  was i m p r i s on ed  with his fiance. He was 
releas ed b e c a u s e  of the i n t e r v e n t i o n  of his bro t h er  Hans Leo 
(Walter Bla nkenburg, "Jakob H as sl er ," G r o v e 's , 6th ed., vol.
8, p. 297). A i c h i n g e r ' s  d e p o s it i o n of 1602 claims that 
m e c h a n i c a l  in s t ru m e nt s  we r e  already to be found in R eg e n s bu r g  
in 1576, eight years be fo r e  H. L. Ha s sl e r  left Nurembe rg,  his 
home, to go to Venice to study with An dr ea  Gabrieli. A i c h i n ­
ger was a p p a re n tl y  givi ng  te stimony that proved E i s e n b u r g e r 's 
p re su me d claims pre c ed ed  H. L. Has s l er  in the m a n u f ac t u re  of 
m e c h a n i c a l  i ns t r ume nts  in the area around Au g sb u r g / R e g e n s b u r g .
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R e g e n s b u r g  at the age of 12. This be i ng  the case, his early 
mu si c al  e d u c a t i o n  must have taken place in that city on the 
Danube. N o r m a l l y  a boy's best years as a soprano are from 
9-12 w i t h  i nd i v i d u a l  diffe re nce s. This wo u ld  mean that 
A i c h i n g e r  p r ob a b l y  pu r su ed  his m u s i c a l  educ ati on  as a choir 
boy, if he did in deed pursue such a career, in the cat hedral  
church a t ' R e g e n s b u r g  or the c ap e l la  of the mo n as t e ry  of St. 
E m m e r a m  ou ts id e the city. The la tt er  place has a tt ra ct ed  
the at t en t i o n  of previous A i c h i n g e r  bi o gr a p he r s  be c a u s e  its 
abbot, A m b r o s i u s  Ma yr hof er,  was a p e rs o n a l  friend of 
Orlando di Lasso who de d ic a t ed  the fifth boo k of his P atr o-
g
ci nium m us ice s to him. This fr ie nd s h ip  helps to explain
the no ti ce from 1577, A i c h i n g e r ' s  13th year, that in 1577,
four florins w e r e  paid to a boy n am e d  "Georgen Ai ch i ng e r "
for a wo r t h y  song by the D uc a l  court at Mu nic h whe re  Lasso
9was K a p e l l m e i s t e r . The Duke, A lb r e c h t  V, had for some time 
tolerated and even e n c o ur a g ed  ref orm ers  in Bavaria, but he 
turned bac k to C a t h o l i c i s m  and sent a r e p r es e n ta t i ve  to the 
Council of Trent, at the last m i nut e,  in 1563. La ssus was 
a Catholic but was not a fan atical c o un t e r reformer. He had
Q
Or la n do  di Lasso, P a t r o c i n l u m  musices . . . M a g n i f i ­
cat aliquot, q uin ta p a r s , 8 vols. (Munich, 1576), vols. 4-6.
9Ado lf Sandberger, Be i t rà ge  zur Geschic ht e der 
b a y e ri s ch e n  H o f k a p p e l l e  unter O rl an do  di Lasso (Leipzig ; 
Br ei tk opf  & Hârtel, 1895), vol. 3, p. 97.
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been  mad e K a p e l l m e i s t e r  in Mu n i ch  in 1563, and remained 
there until his death in 1594. He was ac qu a i n t e d  with the 
G ab r i el i  f ami ly of Venice. In 1562, An d r ea  Gabri el i was in 
G er ma ny  as part of the retin ue that a c c o m p a n i e d  Duke Al b r ec h t  
on a state vis it to F ra n kf urt  am Main. Du r in g  this trip the 
I ta li an  co m po s e r d e v e l o p e d  an i m p o r t a n t  and lastin g f r i e n d ­
ship w i th  Lassus. Duke  Al br e ch t  and his chapel were in 
Fr an kf urt  for the c o r o n a t i o n  of E m p e r o r  M a x i m i l l i a m  II.
A n d r e a  m a y  ha v e  r e m a i n e d  in M u n i c h  for a year or two t h e r e ­
after.
Then, from 1575 to 1579, A n d r e a ' s  n e p h e w  Gi ovanni 
w or k e d  in M u n i c h  as L a sso 's assistan t. Du rin g this time, 
w hi c h in c lu d e s the year 1577, w h e n  the boy "Georgen 
A i c h i n g e r "  was paid four florins for a song, Lassus h ims elf  
was away from M u n i c h  for long p er io ds  of time whi le  he j o u r ­
ney ed to Vienna, Trent, Ferrara, Mantua , Bo lo g n a  and Rome. 
Thus in spite of the d i f f e r e n c e  in s p e l l i n g  of the first 
name, it mak es sense that the 13 y e a r - o l d  G reg or (alias 
Georgen) A i c h i n g e r  made the a c q u a i n t a n c e  in Mu n ic h  of 
Lassus and his future te ach er  G i ov a n n i  Gabrieli.
In 1578, A i c h i n g e r  began his e d u c a t i o n  outs ide  of 
R e g e n s b u r g  wi t h  his en rol lm e nt  at the U n i v e r s i t y  of I n g o l ­
stadt, a t hr iv i ng  c ent er of Jesuit a c t i v i t y  at that time.
As a y o un g  stude nt , A i c h i n g e r  was u n d o u b t e d l y  I n f lu e n c e d  by 
the zeal and pi et y of this order. The Jesuit order began
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its c a mp a i gn  in G e rm a n y in 1540, wh en Pet er  Faber, one of 
its most zealo us  leaders, found the en tire countr y Lutheran. 
He and his foll owe rs  focused their efforts at r ef o r m toward 
the u n i v e r s i t y  stude nt s a c h i e v i n g  their greatest success at 
the U n i v e r s i t i e s  of Ing ol s ta d t  and Vienna. Fro m these points 
the Je suit b e li ef s  ra d iat ed  ac ro ss centr al  Europe.
D u r i n g  this first tenure at the U n i v e r s i t y  of v,
I n g o l s ta dt ,  Gr e g or  A i c h i n g e r  b e c a m e  friends w i t h  Jacob 
F u g g e r  II. This fri en dsh ip pr o ve d to be the most s i g n i f i ­
cant r e l a t i o n s h i p  in yo u n g A i c h i n g e r ' s  life for it provided 
an i n t r o d u c t i o n  into the w e a l t h y  Fugge r family in Augsburg, 
his future patrons. Jacob Fu gg er II was the same age as 
A i c h i n g e r  al t h o u g h  he had en te r e d the u n i v er s i ty  a year 
earlier. Later, Jacob II's un c le  Jakob I, who m a i n t a i n e d  
v er y  close re l at i o n s h i p s  wit h Lasso, Orazio Vecchi, and 
bo th  Gab rie l is ,  v i r t u a l l y  ad o p te d  the gifted yo un g musician.
The Fugger s w e r e  we a lth y,  c u l t u r a l l y - o r i e n t e d  
ba nke rs  wh o  r e s i d e d  in Augsburg. The family fortune was 
founded in the f if t ee nth  ce nt ur y by Jacob Fugger, "the Rich" 
(1459-1525), who was born into an al re ad y  we a l t h y  family.
He was p r i m a r i l y  a banker, l o a n i n g  m o n e y  to all who could 
pay, but e s p e c i a l l y  to princes, emp er ors , and popes. For 
Leo X's r e c o n s t r u c t i o n  of St. P e te r ' s in 1514, the House of
^ ^P r e s e r v e d  Smith, The A g e  of the R e f o r ma t i on  (New 
York; H e n r y  Holt & Company, 1920), p. 406.
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Fugger sold i n d u lg e n ce s  for a 33 1/3 % co mmi ss i on  that so 
inf uri a te d  Ma r ti n L uth er  and other Germans, This blatant 
e x p l oi t at i o n was one of the im m e di at e  causes of L u t h e r ’s 
initial split wi th  the Me d i ci  Pope, Leo X. A l tho ugh  of 
German n a t i o n al i t y,  F ug g e r rema ine d a pillar of the Roman 
C atholic church. Wh il e  p ur sui ng  his p h i l a n t h r o p i c  a c t i v i ­
ties, he founded a libr ar y in Au g s b u r g  and built model 
tenements for work ers . He died childless, and the Fugger 
busi nes s affairs w e r e  taken over by his n e p h e w  Anton (see 
gen eol og y on p. 14) who assume d the d ir e c ti o n  of the financial 
empire at the age of 32. A cautious financier, he m ai n t a in e d  
the family fortune until his death in 1560, when  he willed  
the business to his eldest son Marcus and eldest ne p he w  Hans 
Jakob. Marcus, like his father, was a cautious man; however, 
he had little a p ti tud e for finance. Hans Jakob was a patron 
of the arts and was more int ere st ed in pu r su i n g  personal r e ­
lati on s h ip s  wit h princes, es p ec i a ll y  the Dukes of Bavaria, 
than m a n a g i n g  the family wealth. As a result, the Fugger 
fortunes began to decline. Af ter  Hans Jakob died in 1575, 
his descend ant s we re  n e v e r  again i nv o l ve d  in the family b u s i ­
ness affairs. Ma rcu s and his two y o u n g e r  br others Johannes 
and Jakob I re m ai ned  the sole partners. Jakob I died in 1598, 
as did his b r o t h e r  Johannes, who fathered three sons, Marcus 
II, Jacob II, and Christoph. Jacob II was to become the close 
friend of Gregor Aichinger. Table 1 provi de s the Fugger g e n e ­
ology showi ng the re la tio nsh ip  of A i c h i n g e r ’s benefactors.
T a b l e  1.
G e n e o i o g y  of the F u gg e r  F a m i l y
r

































'Over 40 printed collec­
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1 I I MGeorg Johann Hieronymous Maximillian 
d.l643 d. 1633 d. 1633 d. 1629
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B e c a u s e  of the f i n an c ia l  sup po rt  and p at ro na ge of 
the Fug g e r family, A u g s b u r g  b e c a me  a l e a d i n g  cen ter  of trade, 
art, and c u l t u r e  du ri n g  the last half of the si x te e n th  c e n ­
tury. Her e A i c h i n g e r  spent his su mmers at the home of Jakob 
I who, r e c o g n i z i n g  the lad's great talent, be c am e his first 
and most b e l o v e d  patron.
In 1584, A i c h i n g e r  s e c u r e d  his first po s it i o n  in
A u g s b u r g  as o r g a n i s t  for the F u g g e ro rg e l at the Church of
St. Ul rich, a p o s i t i o n  that o b l i g e d  h i m  to wo r k  closely wi th
the ab be y and con v en t of the B e n e d i c t i n e  Abb e y of Ss. Ulrich
and Af r a  in Augsb urg . The Fu g g e r o r g e l  was built four years
e a r l i e r ' b y  the p r o t es t an t  E u s e b i u s . A m m e r b a c h  from W i t t e n b e r g
on c o m m i s s i o n  of Jakob I, wh o s u g g es t ed  some of the ma i n
fe atu re s of its design. The co nt ra ct b e t we e n Jakob I and
Ab bot  Ja kob K o pl in  of April  1, 1580, st ipu la t ed ,  am ong other
things, that the org a ni st  sh ou l d  be of the "true Catholic
r e l i g i o n "  as in d i c a t e d  in the fo l l ow in g  extract:
...That organ should be played for the feasts, according 
to a special list, by none other than the organist hired 
for this purpose, who should be Catholic.
...As far as the organist is concerned, Mr. Jakob Fugger, 
and future heirs, may employ, pay and give leave to one 
as often as has been said without any opposition on the 
part of the prelates or the convent. But he should be of 
the true Catholic religion... (my emphasis) H
^^Kroyer, E i n l e i t u n g , p. xiif. ..."Welche dann
zue den F e s t e n  lautt ainer s o n d e r b a r e n  V e r z a i c h n u s s  von dem
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The u n d e r l i n e d  st a t em e n ts  prove that by 1584, Gr ego r A i c h i n ­
ger was of the Roman Catho li c faith as e xp l ai ned  earlier.
D u r i n g  the first few years of his e m pl oy me nt as 
"Fugger or ga ni st " , A i c h i n g e r  was away from A ug sb u r g  much of 
the time. Short ly after a s s u m i n g  this position, he 
recei ved  a leave w i t h  pay to study in Italy. He first 
trave led  to Ve ni ce  to study w i th  Gi o van ni Gabri el i w h er e  he 
q uic kl y a s s i m i l a t e d  Gabrieli's co m p o s i t i o n a l  style. The 
fruits of his s t u d y , we r e  p u b l is h ed  later in a c o l l e ct i o n of 
m o t e t s  and m a d r i g a l s  en t itl ed Sa crae cantio nes , q u a t u o r , 
quinque, sex, octo, et d e c e m  vocum, cum q u i s b u s d u m  alijs 
quae v o c a n t u r  m a d r i g a l i . This, his first pu bli cation, was 
pu bl i s he d  in Ve ni c e and ap p e a r e d  in 1590, after his return 
to Germany. Upon leavi ng  Gabrieli in Venice, Ai c hi n g e r  
t ra ve led  to Rome w h er e  he met  Jacob Fu gger II. Because of 
Jacob's in fl ue n c e,  many  cu lt ur al doors w e r e  opened and many 
i mp o rt ant  pe rs o n al  a ss o c i a t i o n s  w e r e  established.
His j o u r n e y  to Italy must have  te rm in at e d by 1588, 
for in that year, he once again e nt ere d the Un i v e r s i t y  of
zu di e s e m  W e r k h  a n g e n o m m e n e n  O rg ani ste n,  der catholisch 
sein soli, Und so nn s t e n  von K ai ne m  An d e r e n  solte ges ch la gen  
w a r d e n ...Sovil aber den O r g a n i s t e n  belan gt,  dan mag Er, Herr 
Jacob Fugger, Und seine K u n f t i g e  Erben Wie Of ft gemellt, 
Ainen annehraen, Be solden, Und V e r l a ub e n  one ainiche der 
Herrn P r e l a t e n  oder Conve nt s V e r h i n d e r u n g  und Einrede.
Je doc h das Er der w a r e n  c a t h o l i s c h e n  R el i g io n  seye..."
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Ingolstadt. Very little Is kno wn about his activit ie s
du rin g his secon d term at the U ni ver sit y.  Kr oye r suggests
he studi ed  ph i l o s o p h y  and th e olo gy in the five years he was
12to remain there.
In 1593, after a l e ngt hy  leave of absence, A i ch in ge r  
r et ur ne d to his re s p on s i b i l i t i e s  as the "Fugger organist" in 
Augsburg. He al rea dy  had p u b l i s h e d  one collection of sacred 
songs (Sacrae Ca ntiones in 1590) plus two secular German 
songs in a co l l e c t i o n  compiled by J oha nn Puhler, the head 
s c h o o l m a s t e r  of the C a th ed ra l School in Regensburg. The 
next four years saw the pu b l i c a t i o n  of two more collections 
of motets. First, the Liber s e cu ndu s sa c r a r u m  ca ntionum  
(quam vulgo m ot e t ta s  vocant) turn fastia praecipuis, turn 
cuivls tempori acc om o da t a e 6. 5. & 4 vo cum  was published in 
1595, and de di c at e d  to Jakob F ug ge r  I.
Then follo wed  the Li ber  s a c r a r u m  cantionum, q u i n q u e , 
sex, septem, et octo voc um  in 1597. It is from this c o l l e c ­
tion that four mo tets wer e ex tr ac te d , edited, and analyzed,
13f or m in g  the basis of this study. Al t ho ugh  it was Jakob 
12 Kroyer, E i n l e i t u n g , p. xliv.
13 The reason for se l e ct i n g this collection was based 
on an a r b i tr a r y de sire to ch oose a pre-1 60 0 collection which 
i nc l u de d  a varie ty  of p o l y - c h o r a l  motets. Only four c o l l e c ­
tions we r e pu b li s h ed  prior to 1600: Sacrae cantiones (1590),
Li ber  secundus s a cr a r um  c a n t i o n u m  (1595), the collection 
p r e s e n t l y  b ei n g  discussed, and Tr ic ini a Maria (1598). The 
1590 and 1595 collec ti ons  were e x t e n si v e ly  edited by Kroyer 
and the 1598 collecti on  was limit ed to only three voices. 
Thus, the 1597 collect ion  was selected.
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Fugger I w h o m  A i c h i n g e r  a c k n o w l e d g e d  as his patron on the 
title page, the col le cti on was d e d i ca t e d to ch apter me mb e r s  
of the A u g s b u r g  Cathedral. The d e d i ca t io n  bro u g ht  to the 
reader's a t t e nt i o n the fact that the A u g s b u r g  Cathedral had 
been restor ed  on its former site. Also, A i c h i ng e r  stated 
that he hoped his mu si c pl eased the ear of those who heard 
it and he spoke of St. Ba sil 's c o n t r i bu t i on  to the value of 
mu sic  in the c h u r c h . I t  is not know n wh y A i c h in g er  chose 
to speak of St. Basil in his dedica tio n. Perhaps, as the 
previo us footnote i n d i c a t e s , it was b e c a u s e  St. Basil d e ­
fended the sin g in g of Psalms, and most of the mote ts found 
in the 1597 c ol l e ct io n  are P s a l m  settings. Plates 1 and 2 
provide facsimi le s of the title page and dedication. Table 
2 provide s a tr a ns la t io n  of the dedication.
Gu sta ve  Reese (Music in the M i d dl e  A g e s . New York: 
W. W. No rt on  & Company, Inc., 1947, p. 63) states "St. Basil 
( c . 330-379), the su c ce sso r of Eusebi us as bish op  of Caesare a  
wr ote the li turgy of St. Basil, still used in the Eastern 
Church. A letter of his defends the sin g i ng  of the psalms 
both a n t i p h o n a l l y  and r e s p o n s o r i a l l y ... He wr i te s  that the 
psalms are', p r ovi ded  with m e l o d i e s  to at tract children and 
youths to the end that their souls and minds may be e n ­
li ghtened while, as they think, they are su rr en de r in g  th em ­
selves to the pleasures of music. Here we have an open 
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T r a n s l a t i o n  of the D e d i c a t i o n
To the most ve n er a b le  n ob les  
h i g h - b o r n  and most eminent men and D D , 
to D. Vito, Prefects, and other lords 
of Rechberg; 
to John J er ome  Stor from A us tri a  
to the D e a c o n s  and other C at hed ra l Canons 
of the church of A u g s b u r g  
and to their most res pe ct ful  lords.
Most v e n e r a b l e  men, noble and d i st in gu ish ed,
I c o n g r a t u l a t e  you, who allow no part of the 
sacre d to remain unadorned, on this spirit 
w or t hy  of you r devotion, wo r f hy  of greatness.
We prese nt  to your  a tt en ti on the m a g n i f i c e n c e  
of this most b e a u t i f u l  temple, re s to r e d with 
your pr ais e to its former dignity on the old 
site (that had been) cleared.
You th ink  that the cu lt i v at i o n of the varied 
n atu re  of mos t p l ea san t ha r mo n i e s  are very 
easily b ro u g h t  to our att ent io n (ears).
For what  .did St. Basil do when the Holy Spirit 
saw us b e i n g  pe r s u a d e d  with d i f f i c u lt y  to embrace 
vi rtu e (because we all were incli ned  to follow p l e a ­
sure eagerly) and co n s eq u e nt l y  to i nf lu en ce us to 
enter upon the re st o ra t i on  of life?
Surely the w r i t i n g  of his te achings has spread 
the concept that colorful m o d u la t i on  of meters, 
w h i c h  have st r ok e d  and soothed our ears with a 
sweet h a r m o n y  of voices, might all ow  the usefulness 
of e lo q u en c e  to slip into our souls.
And to su pp or t this view, many w i t n e s s e s  here 
and there of the early church fathers exist.
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Besides,, you rely on the domestic ex am ple  of St. 
Ul ri c hl ^  who we kn o w  had an in c re d i bl e  n um b e r  of 
conce rts  from the Au t ho r  of life.
And, a l th o u g h  you will have rightly e n t r us t ed  the 
care of all of this to Rev. Lord Be r n ha rd  K l in g e n s t e i n  
by w h o m  it is tended to ski ll fu ll y  and diligently, I 
hope that you will report that a pro of  of effort is 
co n t r i b u t e d  from the outside.
Naturall y, since other things wer e not at hand, I at 
least wa n t e d  this w i t n e s s e d  by this in s c r i p t i o n  
through wh i ch  o b e d i en ce  of spirit I mi g h t follow you, 
and by wha t r e j o i c i n g  I might imitat e your exceptional  
doctrine. Farewell.
To the re v ere nt Ge rman people, this first of October, 
1597 .
Yours, in the v e n e r a b l e  service of our Lord,
Most ob ediently, 
Gr ego r Ai c hi n g er
In the last decade of the s ix t e en th  century, a 
lasting r e la t i o n s h i p  was e sta bli sh ed be t w e e n  A ic h i n ge r  and 
musical p e rs o n ne l  of the Cathedral b e ca u s e of his close 
a ff i li a t io n wit h the Cath edr al  c ho i r m a s t e r  Be r nh a r d K l i n g e n ­
stein ( 15 4 5- 161 4). ^^  Seven years earlier, K l i n g e n s t e i n  and 
Ai ch i ng e r  we r e the only two native Germans re p r es ent ed  in 
the C o r o l l a r i u m  S a c r u m  (1590), whi ch  was a c o l l ec t io n  of
^^St. Ul r i ch  of Au gs b ur g was born near  Zurich in 890. 
and died in A u g s b u r g  in 973. He was a G erm an bi shop during 
the Re fo rm era of Pope Otto I and the pa tr on  saint of the 
city and D i o c e s e  of Augsburg. He took a con sp ic u o u s part in 
ec cl e si a s ti c a l and se c u la r  affairs and en c o u r a g e d  liturgical 
reforms in his church.
^^See the p r ev iou s refe re nc e in the t ra nsl ati on  of 
Ai ch i ng e r 's  d e d i c at i o n found at the top of this page.
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motets co mp i l ed  and pu b lis hed  by Fr i ed r i ch  Lindner, a st ro n g
ad voc at e of It alian music. Other c o m p os e r s r ep res ent ed  w e r e
Lasso, da Monte, Giovan ni and A n dr e a Gabrieli, and Palestrina,
In 1604, K l i n g e n s t e i n  publ is hed  his own c o ll ec ti on of mote ts
entitled R o s e t u m  M a r l a n u m , a pr oje ct that occup ied  h im  for
several years. It co n tai ned  m u s i c a l  s et tin gs  on 33 verses
of the German d ev o ti ona l song M a rl a  z a r t , set by 33 diff ere nt
composers. A i c h i n g e r  set ve rse 16, M a r la  uns t r S s t .
The year af t er  the p u b l i c a t i o n  of the col le c ti o n
wh ich  forms the basis of this study, 1598, was a s ig n i f i c a n t
year In A i c h i n g e r ' s  perso nal  and p r o f e s s i o n a l  life. First,
Jakob Fugger I died. Ac c o r d i n g  to He t tr lck , A i c h in g er  qu it e
p rob ab ly  " p a r t i c i p a t e d  ac ti v e l y  In the m u s i c a l  a r r a n g e m e n t s
of Jakob I ’s f u n e r a l . I n  that same year, Johannes Fugger,
18the father of Jacob II, also died. Finally, He in r ic h  von
Knor lng en , a man  who eve ntu a ll y  w ou ld su cc eed  Jakob I as
Ai ch i ng e r 's  m e n t o r  and friend, was c o n s e c ra t e d In the Augs-
19burg Ca th e dr a l  as P r i n c e - B i s h o p  H e i n r i c h  V.
1598 was also the ye ar  In w h i c h  A i c h in g er  decided
^^ W l l l l a m  E. He tt r lc k  III, "The T h o r o ug h - ba s s  In the 
Work s of Gre g o r A i c h i n g e r  (15 64- 1 62 8 ) " (Ph. D. d i s s e r t a t i o n , , 
The U n i v e r s i t y  of Michigan, 1968), p. 18.
1 8A i c h i n g e r ' s  close, pe r s on a l  r e l a t i on sh i p with the 
Fuggers c o n t i n u e d  after these deaths. B e g i n ni n g  in 1604, 
eight of his pu b li ca t io n s  we re  d e d i c a t e d  to various mem be rs  
of their family.
19 Kroyer, E i n l e i t u n g , p. 111.
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to return to It al y  for his se co nd visit. Schmid states he
20was in Rome by D e c e m b e r  of that year. From Rome, A i c h i ng e r
traveled to P e r u g i a  w h e r e  he seems to hav e enrolled in its 
21Un ive r s it y .  The re is no av a i l a b l e  i n f o r m a t i o n  r e ga rdi ng
the intent of his en ro ll men t. His stay in P e ru g i a  lasted
no lo ng e r than one yea r for he was ag ain  in Rome by the
Jubil ee year  16 00,^^
Th er e  w e r e  m a n y  p o s i t i v e  as pe c t s to this second
visit. He had ac ces s to the h i ghe st s p i r it u al  and mu si cal
circles in R om e  b e c a u s e  of his a s s o c i a t i o n s  wi t h  Prince-
B ish op  H e i n r i c h  V of A u gs b u rg , P r i n c e - A b b o t  Johann Ada m von 
23Ke m p t o n  and M a r q u a r d  von Schwend on , the Canon of the
C a t h ed r al  of A u gs b u r g .  A i c h i n g e r  r e m e m b e r e d  their as s i st anc e
and f r i e n d sh i p  in the d e d i c at i o ns  of his later pu b l ish ed  col- 
24l e c t i o n s .
20 Schmid, L e b e n s b i l d e r , p. 262.
2 1H et t r lc k ,  "T h o r o u g h - b a s s " ,  p. 16.
^ ^ S c h m i d ,  MGG, col. 179.
23 Von K e m p t o n  h e lp e d  or ga n i z e and lead a large group 
of tra vel ers  on their jo u r n e y  to Rome. A i c h i n g e r  was a m e m ­
ber of this group, a c c o r d i n g  to He t t r l c k ,  "T hor ou gh -ba ss ",
p. 20.
^^ The  P r i n c e - B i s h o p  is the d e d i c a t e e  of his Odaria 
l e c t i s s i m a  (1601). The Pr i n c e - A b b o t  is re m em ber ed  in his 
V e s p e r t i n u m  Vi r g in i s  (1603), and to Von Sc h w en d o n he d e d i ­
cated his V i r g i n a l i a  (16 07).
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Wh il e  in Rome, he u n d o u b t e d l y  had the opp or t un i t y to
hear  many of the ea r lie st works wr i t te n in conc er te d style
for voices and in st rum en t s,  music w h i c h  h e r a l d e d  the new
style of the n e w century, such as E mi lio  del Cavalieri's
R a p p r e s e n t a z i o n e  dl A n i m a  e di Corpo in 1600, and Lo dovico
2 5Grossi da V i a d a n a' s Conce rt ! E c c l e s i a s t i c i . Cavalieri's  
wo rk  is one of the first attempts to use the new stile 
m ode rn e p ri n c i p l e  of m o n o d y  for sacre d purposes. The work 
is a m o r a l i t y  play wi t h  music; that is, a sacred opera with 
a l l e g o ri ca l  charact ers . V ia da n a was one of the first c o m ­
posers to adopt stile m o de r n o pr in c i p l e s  in church music.
His Co n ce rt!  E c c l e s i a s t i c i  was w r i t t e n  for solo voice, 
variou s c o m b i na t i on s  of solo voices, and basso c o n t i n u e . 
V ia d ana 's music must have  pr o f ou n d ly  i n f l ue n c ed  Aichinger.
In 1607, his ( A i c h i n g e r 's) h i s t o r i c a l  po s i ti o n  as a pioneer 
of the ne w  c o nc e r ta t o  style was es t a b l i s h e d  by the p u b l i c a ­
tion, in the same year, of his Cant io ne s e c c l e s i a s t i c a e ... 
cum ba sso  general! et conti nu e in usum  o r g a n i s t a r u m . He 
thus bec am e the first German co m p os e r  to pu bl is h a collection 
of mu sic  for small vocal ens emb les  with  th or ough-bass. T h e r e ­
after, the m a j o r i t y  of his publ is hed  co l l ec t i on s  were in the 
c o n c er t at o  style. S chm id  a ss e r te d  that he b ec ame  one of the
^^H ett ri ck , "T ho rou g h -b as s ",  p. 22.
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earliest and most  s ign ifi ca nt cha mp ion s of the "nuovo musiche" 
2 6on Ge rman soil.
It was also du ring Ai ch i ng e r 's  second visit to Italy 
that he most likely  was ordai ne d into the priesthood, a l ­
though the pr eci se  date is unknown. In 1601, in the d e d i c a ­
tion to his Odaria l e c t i s s i m a , he pro cl ai med  his re nun c i at i o n  
of profan e (secular) music. This w a s . f o l l o w e d  in 1602, by a 
st at em ent  in the de d i ca t i on  of the Di vi na e Laudes which
spoke of the Stand der He i l i g k e i t  (state of holiness) into
2 7wh ic h  he had entered. But the t e r m i n u s ■ad quern was 1603,
w h e n  he be g an  to refer to h i m s e l f  as Reve ren du s Domin us  in
his pu bl ic at i on s ,  i n di c a ti n g  that,he had adv anc ed  to the
priesth ood . Kr oy er  reviewed the or din at i on  recor ds  in
A u g s b u r g  and K on sta nz  (the records for 1600 in A ug s b u r g  are
2 8missing) and found no record of ordination. Al t h ou g h  he
was unable to check the or di n a t i o n  records in Rome, Kr oyer
co nc lu ded  that or d i na t i on  pr o ba bly  took place there in or
29before 1600, during Ai ch in g er ' s  second visit.
^^Schmid, L e b e n s b i l d e r , p. 262. ^^Ibid.
2 8Kroyer, E i n l e i t u n g , p. Ivif. Konstanz, a city 
located on the Ger man / Sw i s s border, was where Jacob Fugger 
II, A i c h in g er ' s  b oy ho o d friend had received canonry in 1593.
He entered the pr ies th o od  the pr evious year. Ai c hi ng e r spent 
a good deal of time in Konstanz vi s it i n g his lifel ong  friend. 
Kr oy e r s p ec ul a te d  he might have been ordai ne d in Konstanz.
^^Ibid., p. Ivi.
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Ai ch i ng e r  most likely retu rne d to Au g s b u r g  in early
1601. He was in Ve n i ce  by Dec ember, 1600, p r ob a b l y  on his
30way back to Aug sburg. Upon his return, he retai ne d his
posi tion as or ga n i st  of the Church of St. Ulrich and also
31received a be n e fi c e  from the Ca t hed ral  in Augsburg. He 
retained it for the r e ma in de r of his life and, in addition, 
recei ved  several o th e r  be n e fi ce s  from ot her  churc hes  in Lhe 
area. A f te r  his re tu r n in 1601, A i c h i n g e r  re m ain ed  in A u g s ­
burg until his death in 1628. His t w e n ty - fo u r  collections 
of music pu bl i s he d  after his re tu rn from Rome attest to the 
ma r k e d  p r o l i f i c i t y  of this c h apt er of his life.
A i c h i n g e r ' s  epitaph, w h i c h  is located on the north 
wall in the cl o i s t e r  of the A u gs b u r g  Cathedral, states u n ­
eq uiv o c al l y  that he died, in terms of the Gr e g or ia n  calendar, 
on January 21, 1628, at 63 years of age. A copy of his 
epitaph follows:
in Schmid, L e b e n s b i l d e r , p. 262.
31 A b e ne f i c e  is a church office that carries d i f f e r ­
ing ob lig at io ns for re s id en cy  and se rv ice  and also di ff ering 
remuneration. Origi na lly , all had r eq uir ed  spec ifi c duties 
of prayer or work. Innocent III had decla re d in the 13th 
century that the sole pu rp ose  of the foundat ion  of ben efices 
was to provide the church with  clerics who could devote their 
time freely to religion. But either through laxity or the 
death of past holders, some became be n ef ice s c o m m e n da m  
wi tho ut  o b li ga ti on w hi l e  others carrie d ob li g at i o ns  for 
prayer and ritual ob s e rv a n ce s that could be carried out iji 
absentia. If duties were involved, the b e n e f i c i a r y  had to 
hire a vicar to carry them out.
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Tab le 3.
A i c h i n g e r ' s  Ep ita ph
LEGE. VIATOR. ET. LVGE 
HIC. T V M V LA T VS . EST. P E R R E V E R E N D V S . ET. ERVDI TV S  
DOMINV S. GREGORIVS. A I C H I N G E R  
R A T I S B O N E N S I S . B O I V S . APVD. HANC. C A T H E D R A L E M  
CHORI. V I CA R I VS . ET. CANONICVS. AD. D. GER TRVDIS 
VIR. PRAET ER . PIETATEM. ET. C A E T E R A S . VI R TV TES  
TVM. MVSIC A.  ARTIS. PERITIA. ET. S V AV ITA TE  
TVM. MORVM. ELEGAN TI A. ET. FA C I LA T E  
MIR IFI CE . GRATVS 
QVI. CVM. VI XISSET. ANNOS SEXAGINT A.  TRES. VE R SA  
IN. LVCTVM. MORTIS. CJTHARA. E I V S . N A T V R A E , C O NC ESS IT
XII. C A L E N D A S . FE BR V A RI A S  
ANNO. CHR IS TIA NO.  CIO. lOC. X X V I I I ^^
CVIVS. ANIMA. AETERNA. SYM PH ON IA.  L A ET E T V R
32 Since there has been some c o n f u s i o n  in m od e r n  p u b ­
li cations as to A i c h i n g e r ' s  death date, this a ut hor  will 
provide a d e t a i l e d  ex p l a n a t i o n  of this pe r ti nen t section of 
his epitaph: "XII. CALENDAS. F E BR V A R I A S  ANNO. C H R I S T I A N O .
CIO. IOC. X X V I I I " (my emphasis). The Ro ma n month had three 
major di vi s i on s ,  the Kalen ds  (the 1st), the N o n e s , and the 
I d e s . The No nes  and Ides do not co n c e r n  us. The Romans 
counted b a c k w a r d  from each of these m a j o r  division s,  i n ­
cludin g the s t a r t i n g  point in their calcu lat io ns . Thus,
XII CALENDAS F E B R VA R IA S means that one must count backw ar d  
twelve days from  Fe b r ua r y  1 (the K a l e n d s ) to arrive at
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A i c h i n g e r ' s  library, no w p re s er ved  in the Staats-
iind-Stadt b i b l i o t h e k  in A u g s b u r g  and in the Bay er i s ch e
S t a a t s b l b l i o t h e k  in Munich, gives a p i c t u r e  of a man with
a u n i v e r sa l education. In ad d i ti o n  to bound volumes of
five-part It a li a n  ma d r ig a l s by Rore, Lasso, Wi llaert,
Palestrina, An d r ea  Gab rie li,  Ma re u z io , and others, the
library in c l ud e s  several tre atises on religion, philosophy,
33geography, botany, and medi ci ne .
A i c h i n g e r ' s  date of death, J a nu a r y 21. Kr oy e r (E i n l e i t u n g , 
p. xc) co n te n d s he died on Fe b rua ry 21, 1628; however, in a 
footnote at the b o t t o m  of the page, he states on two o c c a ­
sions that the death date was Ja nu ary  21. The error probably 
was ty p og rap hi cal . It is i n t e r e s t i n g  to note that the error 
found its way into a more recent source. Schmid (M G G ., col. 
177) gives the date of death as Fe br uar y 21.
^^Het tri ck , " T h o ro u g h- ba s s" ,  p. 30,
C H A P T E R  III
A NA L YS I S  OF THE SELEC TE D MOTETS
The pu r p o s e  of this chapter is to p r o v i d e  a detailed  
analysis of the mo t et s edited herein.
First, let us cons ide r A i c h i n g e r * s  entire p u b l i c a ­
tion of the Li b e r Sa c r ar u m  Cantionum, quinque, sex, s e p t e m ,
1
et octo v o c u m  of 1597 from w h i c h  the four e dit ed motets 
are extracted. It is a c o ll e c ti o n  con si st ing  of twenty 
mo tet s in five part books: C an t u s / T e n o r  2 ,  A l t u s / Ba s s us  2 ,
1
This co l l e c t i o n  was pr in te d in Nü rn b e r g  by Paul 
Kaufraann (1568-1632). In 1589, he jo i ne d  the famous Gerla ch  
pr in ti ng ho u s e  w h i c h  s p e c i a l iz e d  in pr in t in g mus ic  and was 
run by C a t h ar i n a Ge rl a c h  (Kaufmann was relat ed to the 
G er la ch  family by marriage). Upon  her death in 1691, the 
print ing  house was pa sse d on to the Ka u f ma nn  family with 
Paul hi ms el f bei ng the direc tor  from 1594 to 1617. Of 
p a r t ic u la r  im po rt a n ce  was his a ss o c i a t i o n  w i t h  Hans Leo 
Hassler. He p u b l i s h e d  mu c h of his mu si c as well  as works 
by Italian ma s te r s  who had inf lu e nc ed  H a s s le r *s  style. As 
a result, Ka u f m a n n  introdu ce d a great deal of ine Italian 
music into Ge rm any  - works by Croce, Gastoldi, Marenzio, and 
Vecchi. This 1597 co l l ec t i on  is the only one of Aic hi n ge r * s  
oeuvre that Ka u f ma n n  published.
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2
T e n o r . B a s s u s /Altus  2 . and Qui n t a V o x . Fo ur t e en  are for 
five voices, three for six voices, one for seven voices, 
and two for eight voices. Six are pa ir ed  motets (five for 
five and one for six voices) while, eight consist of only 
one part (four for five, one e ach  for six and seven, and two 
for eight voices). All are freely compo se d to li tu r g ic a l  
texts of this c o l l ec ti o n follows;
Tabl e 4.
L i b er  Sa cr a r um  C a n t i o n u m , 
quinque, sex, septem, et octo v o c u m  (1 597)
INDEX M O T E C T A R U M
GR ÉGO RI  A I C H I N G E R
Q u i nq u e
I. Vidi fus altare, 1. pars
II. Et datae sunt illis, 2. pars
III. Ego autem  rogavi prot e
2
This study and e di ti on s is b as ed upon the five part 
books in the Bri t i sh  Li bra ry (S h e lfm ar k B-59). Other 
l ib ra ri es havi ng  copies of the part books include:
a. B i b l i o t h è q u e  Ro y a l e  A l be r t  1®^: Brussels
b. S t a a t s b l b l i o t h e k  der St if tu n g P r e u s s i s c h e r  Ku ltur-  
besitz: West Berlin
c. B a y e r i s c h e  St aat sbl bl iot hek : Mun i ch
d. B i b l i o t h è q u e  du C o n s e r v a t o i r e  N a t i o na l  de Musique: 
Paris
e. B i b l i o t e k a  Uni we rsy tec ka : W r o c l a w  (Breslau) - the
qu in t a  vox part bo ok only.
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T a b l e 4. IN DEX M O T E C T A R U M  (continued)
IV. D o m i n e  Deus qui co n te r i s be lla
V. 0 qu em  suavis est Do mine, I. pars
VI. Pani s quem ego dabo, 2. pars
VII. Gl or i a  Patri qui c r e a vi t  nos, 1. pars
VIII. Te decet laus, 2. pars
IX. J u b i la t e  Deo om nis terra, 1. pars
X. L a u d a t e  no me n eius, 2. pars
XI. Ga ud e a mu s  & e x u l t e m u s
XII. Di es irae, dies ilia
XIII. B e n e d i c a m  Domino, I. pars
XIV. Quis est homo, 2. pars
Sex
XV. No li  timere, 1. pars
XVI. Cum ambul av eri s, 2. pars
XVII. Qu ae nova
Sept em
XVIII. Ad es t o  unus Deus
Octo
XIX. Ga ud e t e
XX. L a u d a t e  D o m i n u m
FINIS
M o d a l  u s a ge  in this c o l l e c t i o n  is qu it e co nservative.  
A i c hi n g e r uses only two di ff e re n t  modes, D o r i a n  and Ionian. 
However, bo th  mo de s are us ua l l y t r a n s p o s e d  as shown in Table 5;
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T a b l e 5. 
D i s t r i b u t i o n  of motet m o d a l i t y
U n t r a n s p o s e d  Do r i a n G - D o ri a n
XII. Dies irae I. V id i  sub altera: i
II. Et datae sunt: pt
III. Ego a ut em rogavi
IV. D o m i n e  Deus
XIII. B e n e d i c a m  D o m i n u m
XIV. Quis est homo: pt
XVIII. A d e s t o  unus Deus
XIX. G a u d e t e
F - Ionian
V. 0 quem suavis : p t . 1
VI. Pa n is  quem eg o : p t . 2
VII. Gloria Patri: p t . 1
VIII. Te decet laus : p t . 2
IX. J u b i l a t e  Deo: p t . 1
X. L a u d a t e  nomen : p t . 2
XI. Ga ud ea mu s
XV. N ol i  timere: p t . 1
XVI. Cum am bu laveris: pt. 2
XVII. Quae nova
XX. L a ud a te  D o m i nu m
pt,
2
By the end of the s i x te e nt h  century, co mposers  
n o r m a l l y  u se d only five modes: Dorian, Phr yg ian , Mix oly d ia n ,
Aeolian , and Ionian. Th ese modes could be t r a n sp o s ed  a 
pe rf e c t f o ur t h  h i gh e r or p e r f e ct  fift h lo we r by addi ng  a
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3
flat, the only fixed si g n at u r e usual ly  used. Jeppe sen  
wr it e s that "t hes e t r an sp o s i t i o n s  we r e used  w i t h  unusua l  
fre que nc y during the s i x t e en t h  centu ry  in or de r to bring
4
c o m p os i ti o n s into a m o r e  p le a s in g  and si n g a b l e  register."
In this collection, a m e n s u r a t i o n  si gn at ure  of 
tempus i m p e r f e c t u m , alia b re ve  ( (jl ) is used e x cl u s iv el y  
to i n di c a te  p r o p o r t i o  d u p l a . T ri ple  m e t e r  is indi ca ted  by 
4 3 at the b e g i n n i n g  of some mo te ts or si mply 3 for 
in te rn al  se c ti on s  of pr o p o r t i o  t r i p l a . The f ol l ow in g plate, 
a f a cs im il e of M o te t XIII, B e n e d i c a m  D o m i n u m , Cantus part 
book, p ag e  one, pr o vi d e s  an illustration.
3
T he s e  modes could also be tr a ns p o s e d  two perfect 
fourths h ig h e r by ad ding two flats and three pe rf ec t fourths 
higher by a ddi ng three flats, etc. However, these second 
and third t r a n s po s i ti o n s we r e used m u c h  less than the first 
t r a n sp o si t i on  in the late si x t e e n t h  century.
4
Knud  Jeppesen, C o u n te r po in t  - The P o l y p h o n i c  Vocal 
Style of the Si xt e en t h  C e n t u r y , trans. G. Ha y d o n  (New York: 
P r e n t i c e - H a l l , Inc., 1939), p. 79.
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Plate 3. 
B e n e d i c a m  Dominum: Cantus
à  X I I I  T r i m a  p a r s .  C a n tu s .
t _ A' 6 A  ". •W'ft ^*A . '   ^
E n c d ic a m  D o m in u m  in  O -  m n i t c m p o r c .
B e n e d ic a m  D o m in u m  in  o -  m n i^ te m p o re »  in  o -^   ̂ ^m ni t e m p o -
i
j- ■£ \ . 1 1 r( i l . I l  i ! !—Ô A  }C A  Y  _jÜ  ̂  a  1 I l è v 4 —o  -t-j . V V ---p —f-— -t
m e o ,(c m p e r l̂ ufç-~ iwsino-
i
r c ’ m c o .M a g n i f i -  c a f e , m a g n i f i -  c a te  D o m in u mî
i
in e c ù m ,m a g n i - H c a t c  D o m in u m  m e -  c u m , & e x a l t i ^ u s , t  &
c x a l tc m u s  i j n o r n e n e iu s in  i d -  ip f u m ,  & c x a l t c - m u s ^
pmiKi^ii^ in id- i- pfum. Divitcs cgucrunc, divitcs cgu- ^
— h %-0— r-*— 4 a s
c r u n t  &  c -  f u -  r i -  c ru n c *  &  c T u r i-  c r u n t ,  i n q u i -
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The three commo n clefs are used in this collection;
bass ( F ) , treble (G ) , and C. The G-clef occurs only on the
second  line and the F-clef oc cur s on both the third and
f our th  lines wh i l e  the C-clef is used on the first, second,
5
third, and f our th lines. L i ke  other composers, A i c h i n ge r  
used all of these clefs to a vo i d  leger lines.
The four mo tets that have been  t r a n s cr i be d  and 
an al y ze d  are listed in Tab le  6 along wi th  the n um ber  of 
vo ic e s  and measures.
Tab le 6.
Mo tet s T r a n s c r i b e d  and A na l y z e d
N a m e  of Motet No. of Vo ices No. of Meas ure s
XIII. B e n e d i c a m  D o m i n u m ; pt. 1 5 58^^^
XIV. Quis est h o m o : pt. 2 5 4 6>^104
XVIII. Ad es t e  unus Deus 7 9 5
XX. La ud at e Do m i nu m  8 160
The sele cti on  of these m o te ts  was b a se d  on a desire 
to c ho ose  works that p r ovi de a v a r i e t y  of part d i s t r 1 D u t i o n , 
5
For speci fic  clef d i s t r i b u t i o n  in the four t r a n ­
s cr ib ed  motets, see the incipits found on each title page 
in A p p e n d i x  B.
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m e t r i c a l  r e l a t i o n s h i p s ,  i n t e r e s t i n g  m o t i v i c  ma t er ial , and 
texts. Since the m a j o r i t y  of m o t e t s  in this c ol l e c t i o n  are 
pa ire d and for five voices, it was d e c i d e d  to include two 
pa ired m ot e t s  from this group. S p e c i f i ca l l y,  Be n ed i c am  
D o m i n u m ; pt. 1 and Quis est h o m o : pt. 2 w e r e  ch osen becau se  
they e xh ib it  the g re a t e s t  va r i e t y  in their o p eni ng m o tiv ic  
m a t e r i a l  - - B e n e d i c a m  D o m i n u m  be gi ns  in t rip le me t e r with 
chord al te x tu r e  w h i l e  Quis est homo b eg ins  in duple meter 
wi th i m i t a t i v e  texture. Ad e s t o  unus Deus wa s se lected 
be ca u s e  of its st r ik i n g op e n i n g  m o t i v e  and its an ti p ho n a l  
use of two choirs. L a u d a t e  D o m i n u m  was s el e c te d  be ca use  
it is the lo ng est  m o t e t  in the c o l l e c ti o n  and exhibits the 
most s e c t i o n a l  v a r i e t y  in terms of c o n t r a s t i n g  voices.
As s h ow n in T a b l e  5 on page 33, B e n e d i c a m  Dominum, 
Quis est h o m o , and A d e s t o  unus Deus use the Do r i a n  mode on G 
w hi l e  L a u d a t e  D o m i n u m  uses the Io nia n m o d e  on F. All four 
mo tets ha ve  a s i g n a t u r e  of one flat. A i c h i n g e r ' s  c o n s e r v a ­
tive c o m p o s i t i o n a l  a p p r o a c h  is e x e m p l i f i e d  by his sparing 
use of c h r o m a t i c  a l t e r a t i o n s  and cadences. In the four 
t r a n s c r ib e d  motets, only four d i f f er en t  not es  are c o n ­
si st en tl y altered, th ree  of them, B-n atu r al ,  F-sharp, and 
C-sharp are u se d as le a d in g  tones w h e n  the tona lit y is 
m o m e n t a r i l y  c e nt e r ed  in G, G, and D. E- f l at s  are generally 
used to avoid m e l o d i c  and h ar m o n i c  t ri ton e re l ati on sh ips .
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and to pr o v i d e  h a r m o n i c  contrast. B- n a tu r a l s  and F-sharps
6
are also used  at tonic cade nce s as " p ic a r dy "  thirds.
The scale degree s upon wh i c h  all cadences are 
c o n s t r u c t e d  is also limited. In B e n e d i c a m  D o m i n u m , Quis 
est h o m o , and A d es t o  unus Deus ( g - D o r i a n ) , A i c h i n g e r  
cadences on only three di f fe r e nt  scale degrees: G (t o n i c ) ,; 
D (dominant), and B-flat (mediant). In L a u d a t e  D o m i n u m , 
cade nce s a pp e a r on four scale degrees: E (tonic),
C (dominant), B -f l a t (sub-dominant), and D (sub-mediant).
H a v i n g  p r e s e n t e d  ge ne ra l i nf o r m a t i o n  rega rd in g  
A i c h i n g e r * s  1597 c o l l e c t i o n  and the four mo tet s from this 
c ol l e ct i o n that are transc ri be d, this stu dy  will  pr o ce e d  
w it h  a n al y s e s  of each of the four motets. Each analysis 
w i l l  co n t a i n  i n f o r m a t i o n  about the following:
^The e x p r e s s i o n  "pica rd y third" (tierce de p i c a r d i e ) 
has long b e e n  c o n s i g n e d  to the group of p s e u d o - g e o g r a p h i c a l  
theory terms like the Fr e n ch  a u g m e n t e d - s i x t h  chord and the 
N e a p o l i t a n - s i x t h  chord, its real m e a n i n g  lost. Recently, 
however, the A m e r i c a n  li n g u i s t i c  h i s t o r i a n  Ro bert A. Hall, 
Jr. has su g g es t e d that the orig in al ex pr es sio n, tierce 
p i c a r d e , c o ns i s t e d  of a fe m in i n e noun and a d je cti ve  in the 
Pi card dialect: picart (feminine: p i c a r d e ) m e an i n g  "pointed" 
or "sharp". In this sense, it means a sharp third ("How 
Pi card was the 'Picardy Th i rd *, "  Curren t M u s i c o l o g y  19 
[19 75J , p. 79). It wo u ld  seem that p i c a r d e , sharp or 
pointed, and P i c a r d e , a Fr e nc h p r o v i n c e  and dialect, 
colli ded  l i n g u i s t i c a l l y  ( G u i l l i e r o n *s law of h o mo ny mi e co l ­
lision) l e ad i n g  to a s u p p r e s s i o n  of the least pleasant  
meaning, sharp or pointed.
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1. Fart distribution.
2. Text source and translation.
3. Pit ch parameters.
4. Graphs  pr es en t i ng  the o v e r - a l l  organization.
5. A di sc u s si o n  of p e r t i n e n t  factors about the 
ov er - al l  o rg a n iz a t io n that unify the entire 
motet.
6. Graphs de l i ne a t in g the de t ai led  sectional 
o r g a n i z a t i o n .
7. A  di s c us s i o n  of pe r t i n e n t  factors revealed 
In each section.
BF.NEDICAM D O M I N U M ; pt. 1 
QUIS EST H O M O ; pt. 2
B e n e d i c a m  D o m i n u m  and Quis est homo are paired 
mo tets co n s is t i n g  of five parts, the Can tu s (soprano 1), 
Qu inta Vox (soprano 2), Altu s (alto). Tenor (tenor), and 
Bassus (bass). The pi t ch  pa ram et er s for each part are 
compa red  in Ex am pl e 1.
Example 1. B e n e d i c a m  D om i n um  and Quis est homo —  pitch 
p ar a m et e r s
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Ttie prev io us exampl e clearly shows the 1st and 2nd 
sopranos have v i r t ua l ly  the same te s si tur a in each motet. 
Also, the alto, tenor, and bass p it c h  pa ra m et e r s are 
ge nerally the same in bot h p a r t e s .
The texts are compi le d from s e le c t e d  verses of 
Ps al m  33. B e n e d i c a m  Do m i n u m  uses v e rs e s  I, 3, and 10 while 
Quis est homo uses ve rse s 12, 13, and 18. Ps alm  33 is 
cla ssi f ie d  as a "wisdom" ps a l m b ec au s e it gives pr actical 
ad vic e r e g a rd i ng  the quality of life. It is divide d into 
two main parts: vss. 1-10 and vss. 11-21. Ai c hi n g er
R. E. Murphy, "Psalms, B o ok  of," N e w  Catholic 
E n c y c l o p e d i a , vol. 11 (New York: M c G r a w - H i l l  Book Pub lis h in g  
Company, 1967), p. 938.
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se lec te d three ve r se s  from  each part for these pa ire d motets.
The reason for sp e ci fic  ver se s e l e c t i o n  is not known. The
f ol l ow ing  table pr o vi d e s  the text and its t r a n s la t io n  taken
from the R e vi s e d  St a nd a r d Ve r si on  of the Bible.
Ta ble  7.
B e n e d i c a m  D o m i n u m  and Quis est homo 
Texts and T r a n s l a t i o n s
B e n e di c am  D o m i n u m
I. B e n e d i c a m  D o m i n u m  in omni I w i l l  bless the Lord at all
tempore: *s em per  laus times, *His p r ai s e  shall be
eius in ore m e o . c o n t i n u a l l y  in my mouth.
3. M a g n i f i c a t e  D o m i n u m  mecum: 0 m a g n i f y  the Lord  w i t h  me,
*et ex a lt e m us  nom en  eius *and let us exalt His name
in idipsum. together.
10. D iv it es  eg u e ru n t  et The w e a l t h y  suffer want  and
esurierunt: *i n q u i r e n t e s  ’ hunger, *but those who seek
autem D o m i n u m  non m i n u e n t u r  the L o r d  lack no good thing, 
omni bono.
Quis est homo
12. Quis est homo qui vult 
vitam: *d i li g i t dies 
vi de r e bonos.
13. P ro hi be  l i n g u a m  tuam  a 
malo: *et labia tua non 
lo qu e nt u r  mendaciu m.
18. Juxta est Do m i n u s  iis qui 
tribu lat o sunt corde: *et 
humile s s pi ri tu  salvabit.
.What man is there who
desi res 1 ife. *an d cov ets
many days tha t he may en j oy
good •
Keep you r ton gue from e v i l ,
*and your lip s f rom sp eaking
dece i t .
The L o rd is n ear to th e
b r o k e n - h e a r t e d ,  *and saves 
the cr us he d in spirit.
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Ov er - al l  o r g a n i z a t i o n  : B e n e d i c a m  D o m i n u m  - pt. 1
As in all s i x t e e n t h - c e n t u r y  vo ca l music, each . 
tex tual p o r t i o n  u s u al l y  has d i f f e r i n g  m u s i c a l  material. 
A c c o r d i n g l y ,  there are five o v e r - a l l  se ct i o ns  to Be n e d i c a m  
D o m i n u m  as sh own in Fig u re  1.
F ig u r e  1.
B e n e d i c a m  D o m i n u m  
O v e r - a l l  o r g a n i z a t i o n
I Se c ti o n  1 (15 meas.) j Se ction 2 (11 m e a s . ^
2 2 3 ,1 15, 19 21 2 5 4
I5 I
*se mp e r l a u s . .. 
ore meo.




B e n e d i c a m . ..omni 
tempore: {
V e r s e : la 1 lb










(i) (i) (I) (i)
8
Mu ch section
appli cab l e , the top n
the p rev iou s sec:tion
ning of the su b se que n
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[ Se ct ion  3 (5 meas.) | Sectio n 4 (17 meas.) |
Measure: 25# 27^ 30« 40 ̂  40^ 46^
25^ 30^ 46*
Text: M a g n i f i c a t e .. . mecum:
Verse: 3a










S ec t i on  5 (13 measures)
















(V of pt.) 
2)
Sectional o r g a n i z a t i o n ; B e n e d i c a m  Do mi n um
Section 1 bas two s ub -se ct io ns as shown in Figure 2
Fi gure 2. 
B e n e d i c a m  D o mi n u m
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B e n e d i c a m  Do mi nu m  
in omni tempore:
I w i l l  bless the I 
Lord at all timesl
f
3 +  3
Tonality:






({: 3 through ou t




3 +  3 + 3
-g
(V)
4 (S1,A,T,B) and 5 p t , 
chordal
Secti on 1 is in ho m op h o ni e  style, all parts moving 
essent ial ly  together, wi t h the p r i n c i p a l  me l od y  in the 1st 
soprano. The p h ra s e  str uct ure  is quite re gu lar  consisting 
of a s i x - m ea s u re  p hr ase  for the entire text d i vid ed  into two, 
th re e -m e a su re  p hr ase s (3^ and 3^). A f t e r  the re pet iti on  of
Be ca u s e of the ov er la pp i ng  c h a r a c t e r i s t i c  of 
R en a i ss a n ce  m u s i c a l  phrases, ph ras e st ru c tu r e  is not as 
clearly d ef in ed  as in the music of Ha ydn  or Mozart. T h e r e ­
fore, the ph r a s e  stru ctu re  ind icated in several of the 
following graphs are not exact but close approximations.
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ph ras es  3 *and 3^ (sub-s ect io n 1 b ) , the first sec ti on  
con clu de s w i t h  a var i ed  re p et i t io n of just ph r as e  3^ w i t h  
the text in om ni  t e m p o r e . As the p h r as e s  are repeated, they 
grow in the n u m b e r  of pa rts in the fo l l o w i n g  manner;
1 st p h r a s e  (1 a ) re p e t i t i o n  (1 b ) pa r t ia l  r e p e ti t i on  
3 a + 3 b 3 ® +  3 ^ 3^
3 p a rt s 4 parts 5 parts
M e l o d i c al l y , p h r a se s  3^ and 3^ and th eir r ep et i ti o n s are 
closely rel a t ed  thr ou gh e x t e ns i ve  v o ca l  interchange. This 
use of s t i m m t a u s c h , a p r i ma r y c h a r a c t e r i s t i c  of A i c h i n g e r ' s  
c o m p o s i t i o n a l  technique, w il l be f r e q u en t l y n o te d  in all of 
the m o t e ts  t r a n s c r i b e d  in this study. T he se  vo ca l  i n t e r ­
changes are i n d i ca t e d in the fo l lo w i ng  exa mp le w h i c h  is the 
r e p e ti t io n  of p h r a s es  3^ and 3^ sco re d for four parts (meas.
1 17 - 12 ) . It can be seen that the v o i c e parts of the
first three m e a s u r e s  are all ne a r l y  i d e n ti c al  w h i l e se veral  
changes are m a d e  in the re p e t i t i o n  of p h r a se  3^. The notes 
of the r e p e t i t i o n  are w r i t t e n  n o r m a l l y  w h i l e  the notes of 
the first ph r a s e  are i nd ic at ed by small n o t e - h e a d s  
(Example 2) .
Ex ample 2. B e n e d i c a m  D o m i n u m  - r e p e t i t i o n  of the ope ning
p h r a s e  sh ow i n g st i m mt a u sc h  
and p i t c h  variants
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For the m os t part, only the m e l o d i c  contou rs of the 
parts are changed, not the c hor dal  s t r u c t u r e  or p r o g r es s i on  
S e c t i o n  2 has two s u b - s e c ti on s  as shown in Figur e 3
Figu re 3.
B e n e d i c a m  D o m i n u m
S u b - s e c t i o n a l  o r g a n i z a t i o n  of Sec t io n 2
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1 ! "  .. 1
Measure: 
Text: (lb)
15^ I?2 19* 
19
* s e m p e r  laus • 
eius in ore 1 
m e o . •1
25*
text repeats
T r a n slation: His p r a i s e  1 
shall con- | 
t i n u a l l y  be j 
in my m o u t h  ,
P h r a s e  Structure: 3 + 3
f 3 + i ih
Tonality: g -----------------d 1
(i) (i) 1
d — — — — —  g — — — g 
(i) (I) (v) (i)
M e t e r  : ^ t h r o u g h o u t  i
T e x t u r e  : 3^part fol l o w e d 
by 4 - p a r t  ' 
a n t i p h o n y  [
3-part free 
polyp h o n y :  florid 
m e l i s m a s
In S e c t i o n  2, A i c h i n g e r  changes to duple m e t e r  but 
keeps the t h r e e - m e a s u r e  p h r a s e  s t r u c t u r e  u n t i l  the last 
ph rase of s u b - s e c t i o n  2b (see F i g u r e  3). He also retains 
the use of s t i m m t a u s c h  in s u b - s e c t i o n  2a a c c o r d i n g  to the 
fo l l owing example.
Exam p l e  3. B e n e d i c a m  D o m i n u m  —  s t i m m t a u s c h  in s u b ­
s e c t i o n  2a
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2 1 M e a s u r e s  15 - 17 2 2 M e a s u r e s  17 - 19
A  (new part)
T (8^^ b a s s o ) 
E (8^^ basso)
U n l i k e  Sect i o n  1, there is a m a x i m u m  of contrast 
b etw e e n  s u b - s e c t i o n s  2a and 2b as shown in the following 
list. The only e l e m e n t s  they b o t h  have in common are the 
m e t e r  and text.
S u b - s e c t i o n  2a 
(meas. 1 5 ^ - 1 9 ^ )
1. a n t i p h o n a l  effects betw e e n
3 (S1,S2,T) and 4 (S1,A,T,B) 
parts: h i g h / l o w  te s s i t u r a
2. syllabic
3. cadences on d 
(meas. 17^ and 19^)
4. c h o r d a l / d e c l a m a t o r y
5. two, 3-measure p h r a s e s
6. m o ving h a r m o n i c  r h y t h m
•; S u b - s e c t i o n  2b
(meas. 1 9 ^ - 2 5 ^ )
direct: all high
t e s s i t u r a  for 3 
parts (S1,S2,A)
m e l i s m a t i c
c a dences on and g
(meas. 21^ and 25^)
i m i t a t i v e
3 + 4 % - m e a s u r e  phrases
s t a t i c  h a r m o n i c  r h ythm 
(B^ pedal: meas. 21^ f.)
A less obvious u n i f y i n g  element is the p a r a l l e l  thirds 
b e t w e e n  the 1st and 2nd sop r a n o s  that b e g i n  s u b - s e c t i o n  2a,
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3 1only l a s t i n g  for three q u a r t e r - n o t e s  (meas. 15 - 16 ).
They e n u n c i a t e  the text se m p e r  laus eius in ore syllabically.
1 9In the last phr a s e  of s u b - s e c t i o n  2b (meas. 22 - 24 ),
h owever, the 1st and 2nd s o p r a n o s  m o v e  almost e n t i r e l y  in 
scalar c o n s e c u t i v e  thirds on the syllable "o" (Example 4).
E x a mple 4. B e n e d i c a m  D o m i n u m  -- si m i l a r i t y  of p a r a l l e l  
thirds found in s u b - s e c t i o n s  2a and 2b
2  a.
S^: /au«a «-luï m a
A f t e r  all three parts p a r t i c i p a t e  in the i m itative 
b e g i n n i n g  of s u b - s e c t i o n  2b, the alto (meas. 21 ff.) has a 
b a s s - l i k e  part a c c o m p a n y i n g  the i n t e r w e a v i n g  m e l i s m a s  of the
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1st and 2nd sopranos.
A i c h i n g e r  uses two semi- fusa ( ^  ^ ) in the or i g i n a l
4  i
print fbr an o r n a m e n t a l ,  c a d e n t i a l  turn on the wo r d  meo in
3 3the 1st sopr a n o  (meas. 16 ) and the alto (meas. 18 ). These
s e m i - f usas are us e d  as an i n t e n s i f i c a t i o n  of the t u r n ing-note
4
figure first h e a r d  in m e a s u r e  15 (Example, 5).
E x a m p l e  5. B e n e d i c a m  D o m i n u m  —  c a d e n t i a l  turn in s u b ­





SeiH* p t f h ' IW* I'm 0 - re m©
The s e m i - f usa is r a rely used by s i x t e e n t h - c e n t u r y  
composers, even o r n a m e n t a l l y .  P a l e s t r i n a ’ s s h o r t e s t  note 
was the fusa ( ^  ).
S e c t i o n  3 (verse 3a) is only five m e a s u r e s  in 
l e ngth and has no s u b - s e c t i o n s  as s h o w n  in F i g u r e  4.
F i g u r e  4. 
B e n e d i c a m  D o m i n u m
S e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  3
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S e c t i o n  3
1 1
M e a s u r e  : 25^ 28^ 30^
Text: (3a) M a g n i f i c a t e  D o m i n u m  mecum:
Translation: 0 m a g n i f y  the L o r d  with me.
P h r a s e  Structure: 1 + 4
Tonality:
(i) (IV) (I) (IV) (I)
Meter: ((: t h r o u g h o u t
Texture: m o s t l y  4- p a r t  c h o r d a l  sty l e  w i t h  brief
i m i t a t i v e  entries at b e g i n n i n g
Se c t i o n  3 (verse 3a), a l t h o u g h  short, m a k e s  a v i vid 
im p r e s s i o n  b e c a u s e  A i c h i n g e r  t r a n s l a t e s  the i m p e r a t i v e  
s t a tement of the text M a g n i f i c a t e  D o m i n u m  m e c u m  (0 m a g n i f y  
the Lord w i t h  me) as a b r u s k  command. He b e g i n s  w i t h  a 
statement of the single w o r d  M a g n i f i c a t e  in c o n t r a p u n t a l  
style w i t h  the two s o p r a n o s  and the tenor and bass paired, 
each pair w i t h  a d i f f e r e n t  c o n t r a s t i n g  m o tive. The two 
sopranos sing c o n j u n c t l y  in p a r a l l e l  thi r d s  w h i l e  the tenor 
and bass b e g i n  i m i t a t i v e l y  w i t h  a h i g h l y  d i s j u n c t  m o t i v e  
s t r essing c o n trary, oblique, and similar, but not p a r a l l e l  
motion. A l t h o u g h  this is a s t r i k i n g  b e g i n n i n g ,  A i c h i n g e r  
drops it a f t e r  only one m e a s u r e  to state the entire text
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twice s y l l a b i c a l l y  in chordal style. In the second s t a t e ­
ment of the text, he i n t e r c h a n g e s  the voices as he usually 
does (Example 6).
E x ample 6. B e n e d i c a m  D o m i n u m  —  s t i m m t a u s c h  in Section 3
4 1M e a s u r e s  26 - 28 2 1 M e a s u r e s  28 - 30
A (rests)
T (rests)
In c o n t r a s t  to s u b - s e c t i o n  2b, this h a r m o n i c  rhythm 
moves q u i ckly and the tonal center m o v e s  from g - m i n o r  to 
B^-major and r e m ains there for the final cadence.
Se c t i o n  4 has no s u b - s e c t i o n s  as shown in Fi g u r e  5.
F i g u r e  5.
B e n e d i c a m  D o m i n u m  
S e c t i o n a l  o r g a n i z a t i o n  of S e c tion 4
M e a s u r e  ; 
Text: (3b)
Translation:
S e ction 4
j 1 3  . /30 39^ 40 46
*et exu l t e m u s  n o m e n  eius in idipsum.
and let us exalt His n a m e  together.
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Phrase Structure: 2 +  2 +  6 4- 6
Tonality:  g------------------- g
(I) (i) (I) (i)
Meter: (jl 3 t h r o u g h o u t
Texture: 4 and 5 - part chordal an t i p h o n y
Section 4 changes to triple me t e r  and h o m o p h o n i e  
texture. As at the b e g i n n i n g  of Section 3 (verse 3a), 
A i c h i n g e r  p r o v i d e s  a short i n t r o d u c t i o n  c o n s i s t i n g  of the 
first w o r d s  of v e r s e  3b (et e x a l t e m u s ) in t w o - m e a s u r e  phrases 
repeated. The purp o s e  is to e s t a b l i s h  the basic rhy t h m i c  
p att e r n  and chordal antiphony. A i c h i n g e r  uses trochaic  
rhythms p r e d o m i n a n t l y  in all parts w i t h  a shift to iambic 
in the p e n u l t i m a t e  m e a s u r e s  of cadences in g - m i n o r  (meas.
V 1039 and 45). The use of t r ochaic rhythms w as very common 
in the late s i x t e e n t h  century and was used by P a l e s t r i n a  
and his c o n t e m p o r a r i e s  to express joy. Also similar to 
Section 3, A i c h i n g e r  employs s t i m m t a u s c h  r a ther freely as
10
A i c h i n g e r  uses c o l o r a t i o n  to i n d i c a t e  a shift to 
iambic rhythm (Altus: meas. 44 and 45 —  3Ï ^  ) in the
following parts and measures: SI —  meas. 38 and 39
S2 -- meas. 45
A -- meas. 45
T —  meas. 39 and 45
B —  meas. 45
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Indicated in E x a m p l e  7.
Example 7. B e n e d i c a m  D o m i n u m  -- s t i m m t a u s c h  in S e c t i o n  4
3 2 M e a s u r e s  30 - 32
SI





A  (8^^ basso)
T (varied: 8^^ b a s s o ) 
B (8^^ basso)
F o l l o w i n g  the brief i n t r o d uction, A i c h i n g e r  sets 
the entire text, et ex a l t e m u s  n o m e n  eius in i d i p s u m , in 
two, s i x - m e a s u r e  phra s e s  u s i n g  the t e c h n i q u e s  of a n t i p h o n y  
(meas. 3 4 ^ - 40^: SI, S2, A, T in dia l o g u e  w i t h  meas. 40^ - 
46^: SI, S2, A, T, B) and s t i m m t a u s c h  (Example 8).
Example 8. B e n e d i c a m  D o m i n u m  —  a d d i t i o n a l  s t i m m t a u s c h  in 
sect i o n  4
3 2M e a s u r e s  34 - 40
B (rests)
M e a s u r e s  40^ - 46^
A (varied)
T (8^^ b a s s o ) 
B (8^^ basso)
Ow i n g  to the chordal text u r e  t h r o u g h o u t ,  the 
ha rmonic p r o g r e s s i o n  is u n u s u a l l y  clear. The i n t r o d u c t o r y
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four m e a s u r e s  (2 + 2) s i mply r e p e a t  tonic to dominant, w h i l e  
the two concl u d i n g ,  s i x - m e a s u r e  p h r a s e s  are r i cher in 
content, r e m a i n i n g  in B - m a j o r  for the first half and 
m o d u l a t i n g  to g - m i n o r  for the second. Exam p l e  9 p r o v i d e s  
the bass part in m e a s u r e s  4 0^ - 46^ plus the chord symbols 
b e l o w  it.
E x a m p l e  9. B e n e d i c a m  D o m i n u m  —  chord p r o g r e s s i o n  in 
m e a s u r e s  _ 4 5 ^
S e c t i o n  5 has two s u b - s e c t i o n s  as shown in F i g u r e  6,
F i g u r e  6.
B e n e d i c a m  D o m i n u m  
S u b - s e c t i o n a l  o r g a n i z a t i o n  of Sect i o n  5






D i v i t e s  e g u e r u n t   ̂ (10b) * i n q u i r e n t e s
et e s urierunt: I autem D o m i n u m
I non m i n u e n t u r
I bono.
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Translation: The w e a l t h y  
suffer want 
and hunger',
but those who 
se e k  the Lord 
la c k  no good thing.
P h rase Structure: 3 +  3h 3 + 3
T on a l i t y  : g------ --  g
(i) (V)
g---------g ----- -- -g
(V) (V) • (V)
Meter: t h r o u g h o u t
Texture: m o s t l y  5-part 
throu g h o u t  : 
free im i t a t i o n  
of new m o t i v e  
and its 
inversion
strict f o l l o w e d  by 
free im i t a t i o n  of 
r e l a t e d  m a t e r i a l  
found in s u b - s e c t i o n  5a
A i c h i n g e r  divides the text,-used in S e c t i o n  5 into 
its sma l l e s t  m e a n i n g f u l  lo c u t i o n s  as shown in E x a m p l e  10.
E x a m p l e  10. B e n e d i c a m  D o m i n u m  —  t e x t u a l  s e c t i o n a l i z a t i o n  
of Sect i o n  5
M e a s u r e s
4 346 _ 4 9 3
49 - 53^
Text
10a: D i v i t e s  e g uerunt
et esurierunt:
4 110b: * i n q u i r e n t e s  autem 52 - 55
D o m i n u m
2 3non m i n u e n t u r  bono. 55 - 58
Total M e a s u r e s
E x a m p l e  10 shows that A i c h i n g e r  has r e t u r n e d  to the 
t h r e e - m e a s u r e  p h rase st r u c t u r e  of Sect i o n  1 and 2.
P e r h a p s  b e c a u s e  Section 5 is the last sect i o n  of 
B e n e d i c a m  Dominum, A i c h i n g e r  employs m u s i c a l  ideas not heard
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before. Moti v i c a l l y ,  this s e c t i o n  is the most integr a t e d 
of all the sections as i l l u s t r a t e d  in E x amples 11a, b, and c,
Example 11a. B e n e d i c a m  D o m i n u m  -- i n t e g r a t e d  m o t i v e s  used 
in Sect i o n  5
'Dl'yi'fgs g ' g t  - 6 -
11 1-----L —
Example lib. B e n e d i c a m  D o m i n u m  -- i n t e g r a t e d  m o t i v e s  used 
in Sect i o n  5




Example H e .  B e n e d i c a m  D o m i n u m  —  I n t e g r a t e d  m o t i v e s  used 
in Sect i o n  5
Mem - Tts r
A3n WÎK
The p r i n c i p l e  m o t i v e  b e g i n s  In the alto In m e a s u r e
4
47 (see E x a m p l e  11a above). T y p i c a l l y ,  A i c h i n g e r  does not
state It alone, but a c c o m p a n i e d  by o t h e r  v o ices -- In this
case, by Its I n v e r s i o n  doub l e d  In the 1st and 2nd sopranos
In c o n s e c u t i v e  thirds. The tenor and bass then Imitate the
alto m o t i v e  b e f o r e  b r i n g i n g  this short p h r a s e  to a con-
2
elusion w i t h  five p arts In m e a s u r e  49 . The b e g i n n i n g  of 
the next short section (et e s u r i e r u n t ) uses the same p r i n c i ­
ple m o t i v e  but In a sett i n g  for fewer voices: 1st soprano
3
and alto (meas. 49 ) f o llowed by 2nd s o p r a n o  and again alto 
4
(meas. 50 ) and finally 1st soprano, tenor and bass (meas.
451 ). These first two short s e c t i o n s  w h i c h  use verse 10a 
are unif i e d  m o t i v i c a l l y  and v a r i e d  t e x t u r a l l y  all w i t h i n  
the space of six measures.
S u b - s e c t i o n  5b begi n s  w i t h  what s eems to be a new 
m o t i v e  (Example 11b) w h i c h  can be t r a c e d  to the 1st soprano
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at the b e g i n n i n g  of v e rse 10a (see E x a m p l e  11a). At the 
b e g i n n i n g  of this s u b - s ection, the o r i g i n a l  a s c e n d i n g  third 
be c o m e s  a p e r f e c t  fourth or, in its t o nal an s w e r  form, in 
the tenor (meas. 53^), a p e r f e c t  fifth. As can be seen in 
E x a m p l e  11b, A i c h i n g e r  treats this m o t i v e  w i t h  u n u s u a l  
s t r ictness. The m o t i v e  enters in s t r e t t o  in all five 
vo i c e s  at the d i s t a n c e  of a q u a r t e r  n o t e  w i t h o u t  i n t e r r u p ­
tion .
The c o n c l u d i n g  p o r t i o n  of s u b - s e c t i o n  5b (non m i n u ­
entur b o n o ), f u n c t i o n i n g  as a codetta, r e v e r t s  to the 
p r i n c i p l e  m o t i v e  in s u b - s e c t i o n  5a in a n e w  c o n t r a p u n t a l  
co m b i n a t i o n .  A i c h i n g e r  p r e s e r v e s  the c o n t e x t u a l  r e l a t i o n ­
ship of the parts, w h i c h  o r i g i n a l l y  p l a c e d  the p r i n c i p l e
m o t i v e  in the alto w i t h  the a c c o m p a n y i n g ,  i n v e r t e d  parts in
2the 1st and 2nd s o p r a n o s  a b ove it.. H e r e  in m e a s u r e  55 , the 
p r i n c i p l e  m o t i v e  r e m a i n s  in the lo w e s t  voice, but there are 
two of them (bass and tenor in i m i t a t i o n )  and the r h y t h m i c  
v a l u e s  of the o r i g i n a l  m o t i v e  h a v e  b e e n  a u g m e n t e d  (see 
E x a m p l e  11c). The a c c o m p a n y i n g  v o i c e s  are still the 1st and 
2nd s o p r a n o s  but they p r e s e n t  their par t s  in i m i t a t i o n  at 
the u n i s o n  rat h e r  than in p a r a l l e l  thirds. Thus, this 
co d e t t a  is a c o n t r a p u n t a l i z e d  v e r s i o n  of the b e g i n n i n g  of 
s u b - s e c t i o n  5a. B e n e d i c a m  D o m i n u m  c o n c l u d e s  on a D - m a j o r  
chord w i t h  the t r a d i t i o n a l  ti e r c e  de p i c a r d i e  b e i n g  found
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in the alto. This chord f u n c t i o n s  as the d o m i n a n t  lea d i n g  
to the tonic (g-minor) at the b e g i n n i n g  of Quis est h o m o .
O v e r - a l l  o r g a n i z a t i o n : Quis est homo -- pt. 2
T h e r e  are three o v e r - a l l  s ections to Quis est homo 
as shown in F i g u r e  7.
F i g u r e  7.
Quis est homo 
O v e r - a l l  o r g a n i z a t i o n
S e c t i o n  1 (8 measures)
I_________________________________ I
Measure: 1 4 ̂  6^ gl
Text: Quis est h o m o . . v i t a m :  * d i l i g i t  dies v i d e r e  bonus.
Verse: 12a 12b
Tonality: g— — — — —— — — — — — — — — — — — — — — g — ---- —  —  G
(i) (I) (i)(I) (I)
Meter: (|l t h r o u g h o u t
M e a s u r e :
S e c t i o n  2 (7 m e a sures)
r 1 10^ 12^g l l u  i z  1 4
Text: Prohibe..a malo: *et labia..loquentur mendacium.
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Verse: 13a 13b
Tonality:   g----------------------------------g
(I) (I) (i) '(i)
Meter: ^ t h r o u g h o u t
Sect i o n  3 (33 m e a sures)
7 A o A AMeasure: JJ 4 17 22 30^ 38 46
Text: Juxta est..sunt corde: *et humiles spiritu salvabit.
Verse: 18a (repeats in 18b (repeats in meas.
meas. 30^ - 38^ - 46^)
38^)
Tonality: g --------- g------------ B^ -------g-------- g------------g
(V) (V) (I) (V) (V) (i)
Meter: ^ t h r o u g h o u t
Th r e e  u n i f y i n g  e lements of Quis est homo wi l l  n ow be 
di s c u s s e d  b e f o r e  p r o c e e d i n g  w i t h  the s u b - s e c t i o n a l  analysis. 
First, the p r i n c i p l e  m o t i v e  and its i n v ersions, o r i g i n a l l y  
found in s u b - s e c t i o n  5a of B e n e d i c a m  D o m i n u m  (see Exam p l e  
11a), begin and end Quis est homo and are h e a r d  brie f l y  in 
sect i o n  2 (meas. 12^) w i t h  the words non l o q u e n t u r  (Examples 
1 2 a, b, and c).
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E x a m p l e  12a, Quis est homo —  p r i n c i p l e  m o t i v e  and its
i n v e r s i o n s  used in s u b - s e c t i o n s  la, 2b, and 3c
£ k ,i2.^
Pet
r l i i :oi=T4 i ^ . p
vaifgiC ho • ^6
J L h , J. ,1 > X l :  J:
Q u » I ho - fw.0 , • ĉt hi jn  a
E x a m p l e  12b. Quis est homo -- p r i n c i p l e  m o t i v e  and its
invers i o n s  us e d  in s u b - s e c t i o n s  la, 2b, and 3c
.[yJZb
s' : noh . eft -
 ̂È À ̂ / & * , ._ .  ̂ ' A - fî H ' A  ̂̂ - r—, . - - . I — " —
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- f  f . — R — r r f
"J-. n o n /«-^ ( t C N - n o ' '  (*0 '
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E x a mple 12c. Quis est h o m o  -- p r i n c i p l e  m o t i v e  and its
i n v e r s i o n s  used in s u b - s e c t i o n s  la, 2b, and 3c
- IT C . El
^ J E
A '< Q, "t ku-'tn'i-U% tp \-n  • î^tc ^pi-rU
" ' ■ n i  h
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Second, the p h r a s e  s t r u c t u r e  shows c a r e f u l  planning. 
At the b e g i n n i n g  (Section 1), A i c h i n g e r  c o n t i n u e s  w i t h  the 
d eta i l e d  s e t ting of the text in v e r y  short p h r a s e s  also heard 
in B e n e d i c a m  D o m i n u m . He bre a k s  the text of v e r s e  12 into 
four p h rases of 3 +  2 4 - 2  + 2 m e a s u r e s  each. In S e c t i o n  2, 
the p h r a s e s  b e g i n  to get s l i g h t l y  longer, 3 + 4 ,  and then in 
Section 3, the p h r a s e s  b r o a d e n  to 3 + 6 + 8 ,  w h i c h  are all 
repea t e d  to p r o v i d e  a c o n v i n c i n g  c o n c l u s i o n  to the motet.
The third u n i f y i n g  element in Quis est h o m o  is the 
c h ordal t e xture that p r e d o m i n a t e s  from s u b - s e c t i o n  lb (qui 
vult v i t a m ) t h r o u g h  s u b - s e c t i o n  3a (J u x t a  est D o m i n u s  i i s ) . 
The h a r m o n i c  and tonal c e n t e r s  in these c h o r d a l  s e c t i o n s  are 
c o n s t a n t l y  varied, but the t e x t u r e  s e l d o m  changes. Also, the
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tonal cen t e r s  are m o r e  firmly e s t a b l i s h e d  in the chordal  
s ections than in the c o n t r a p u n t a l  sectionsi The mo t e t  b e gins 
and ends, as e x p l a i n e d  above, w i t h  i n t e r w e a v i n g  m o t i v e s  taken 
from s u b - s e c t i o n  5a of B e n e d i c a m  D o m i n u m  w h i c h  do not p r o ­
gress v i g o r o u s l y  in any c o n t i n u o u s  d i r e c t i o n  (see E xamples 
12a and c ) . This e f fect of l a n g u o r o u s  d r i f t i n g  is e nhanced  
by the lack of firmly e s t a b l i s h e d  tonal centers. The c h o r d a l  
sections, in g - m i n o r  and B -major, supply a firm elem e n t  of 
tonal unity. M o r e  wi l l  be said about h a r m o n y  and t onality in 
the d i s c u s s i o n  of each s e c t i o n  i n d i v i dually.
Se c t i o n a l  o r g a n i z a t i o n
Th e r e  are three s u b - s e c t i o n s  to Section 1 as shown 
in F i g u r e  8.
F i g u r e  8.
Quis est homo 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of Section I
la lb
M e a s u r e :
Text: (12a)
Translation:
P h r a s e  Structure:
Quis est homo
What m a n  is 
there
qui vult vitam: 
who desi r e s  life.
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5- p a r t  : 













* d i l i g i t  dies v i d e r e  bones.
and covets many days that he may enjoy good,
Ph r a s e  Structure: 2 + 2
---
(I)




Texture: 4- p a r t  (SI, S2, A, T) f o l l o w e d  by 5-part: 
c h o r d a l  d e c l a m a t o r y
S u b - s e c t i o n  la beg i n s  w i t h  free i m i t a t i o n  of the 
p r i n c i p l e  m o t i v e  i l l u s t r a t e d  in E x a m p l e  12a. By s t a t i n g  the 
short m o t i v e  in o r i g i n a l  and i n v e r t e d  form s o m e t i m e s  alone, 
so m etimes in c o n t r a r y  motion, and som e t i m e s  p a r a l l e l  motion, 
A i c h i n g e r  c r e ates a relaxed, almost casual m u s i c a l  setting 
for the p r o f o u n d  q u e s t i o n  Quis est homo (Who is man?). It 
is c o m p a r a b l e  to M i c h a e l a n g e l o *s p a i n t i n g  of A d a m  about to 
r e ceive the gift of life from God in the S i s t i n e  Chapel 
frescoes. Then, in s u b - s e c t i o n  lb, the lines of all five
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parts b e g i n  to move p u r p o s e f u l l y  to w a r d  a full c a dence on 
B-flat, for the text qui vult v i t a m  (who desires life). 
A i c h i n g e r  con t i n u e s  the v i g o r o u s  t e x tual s e t ting in s u b ­
section Ic w h i c h  adopts a q u a s i - p a r l a n d o  style, quickly 
d e c l a i m i n g  the words diligit dies v i d e r e  bonos (and covets 
many days, that he may enjoy good) u s ing the following 
rh y t h m  (Example 13).
Example 13. Quis est homo —  r h y t h m  u s e d  in s u b - s e c t i o n  Ic
n  r m  n  j  j
d i - l i - g i t  di-es v i - d e - r e  bo-nos.
A i c h i n g e r  adds d i r e c t i o n  to the p h r a s e  by stating it 
first in a c o m p a r a t i v e l y  high r a n g e  (SI, S2, A, T) and 
i m m e d i a t e l y  re p e a t i n g  it w i t h  the bass added, filling out the
2 otonal space (meas. 6 - 8 ). This p h r a s e  is also tonally
directed, m o v i n g  b a c k  from B- f l a t  m a j o r  to g-minor.
S e c t i o n  1 ends w i t h  a G - m a j o r  chord (tierce d*e 
P i c a r d i e ) from w h i c h  the " G ’s" in the b a s s  and alto are s u s ­
tained over into the b e g i n n i n g  of S e c t i o n  2 w h e r e  the tenor 
enters w i t h  "e^^". This c r eates a r a t h e r  u n e x p e c t e d  m e d i a n t  
r e l a t i o n s h i p  b e t w e e n  the two s e c t i o n s  on the word P r o h i b e . 
A i c h i n g e r  used this typ i c a l l y  l a t e - R e n a i s s a n c e  harmo n i c
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t e c h n i q u e  s p a r i n g l y  but e f f e c t i v e l y  (see L a u d a t e  Dominum; 
meas. 107-108 and 130-131).
T h e r e  are no s u b - s e c t i o n s  to S e c t i o n  2 as s hown in 
F i g u r e  9.
F i g u r e  9.
Quis est homo 
S e c t i o n a l  o r g a n i z a t i o n  of Sect i o n  2
Sect i o n  2
______________________________________________I
Measure; 8^ 10^ 10^ 12  ̂ 14^
Text: (13a and b) P r o h i b e  l i n g u a m  *et labia tua non
tuam a malo: l o q u e n t u r  mendacium.
T r a n slation: Keep yo u r  tong u e  from evil and your lips
from s p e a k i n g  deceit.
P h r a s e  Structure: 3 + 4
Tonality: —— ----— — — — — — — B^ —— — —  g — — — — —  — — — — g
(IV) (I) (I) (i) (i)
Texture: 3-part (S1,S2,T) t h roughout: i n t r o d u c t i o n
similar and p a r a l l e l  motion: of p r i n c i p l e
m i n i m u m  m o v e m e n t  m o t i v e  of
s u b - s e c t i o n  
la (meas.l2^)
S e c t i o n  2 does not fall c l e a r l y  into s u b - s e c t i o n s  as 
the other v e r s e s  have, p o s s i b l y  b e c a u s e  the text is synomic, 
v erse 13b r e p e a t i n g  the thought of 13a. The t e s situra for
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the e n t i r e  s e c t i o n  is hi g h  (S1,S2,T). V e r s e  13a is in 
B - f l a t - m a j o r  and is s i m p l y  set wi t h  the 2nd s o p r a n o  and 
tenor in p a r a l l e l  tenths d e s c e n d i n g  g r a d u a l l y  from s u b ­
dom i n a n t  to tonic in three m e a s u r e s  (Example 14).
Exam p l e  14. Quis est homo —  use of p a r a l l e l  lOths in 
S e c t i o n  2
 P-i-
# 0
’tiA.-ClrK a, / - Ajua/)v Ufc a/ii w t  1 a ̂
In the p r e v i o u s  example, the 1st sop r a n o  fills in 
b e t w e e n  the 2nd sopr a n o  and tenor s i n g i n g  an e x c e p t i o n a l l y  
r e p e t i t i v e  pa r t  c o n s i s t i n g  of only two notes, "a^" and "b^ ̂ " 
This s u d d e n  lack of m o v e m e n t  d o u b t l e s s  w as m e a n t  to suggest 
the t e x t u a l  a d m o n i t i o n  to "Keep your t o ngue from evil."
V e r s e  13b is in g-minor. B e g i n n i n g  in p a r a l l e l  tenths like 
verse 13a, by the s e c o n d  mea s u r e ,  it drifts into a brief 
r e m i n i s c e n c e  of the p r i n c i p l e  m o t i v e  of Quis est homo (see 
Exa m p l e  12b).
T h e r e  are only three s u b - s e c t i o n s  of Sect i o n  3, but 
each is r e p e a t e d  as shown in F i g u r e  10.
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F i g u r e  10.
Quis est homo 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of Sect i o n  3
M e a s u r e  :
Text; (18a)
T r a n s l a t i o n :  
Ph r a s e  Structure: 
T o n a l i t y  :




D o m i n u s  iis








4 - p a r t  (S2,A,T,B) 
chordal
23'
qui t r i b u l a t o  sunt 
corde :




3-part ( 8 1 , S 2 , A ) : 
free p o l y p h o n y  using 
n e w  m o t i v i c  material; 
chains of s u s p e n s i o n s
3c 3d
M e a s u r e  :
Text: (18b)
T r a n s l a t i o n :
22 30,
30'
*et humi l e s  
spiritu 
s a l v a b i t
and saves the 
c r u s h e d  in spirit.'
33'
e xact repeat of 
s u b - s e c t i o n  3a
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p o l y p h o n y  using 
















3b ( s u b - s e c t i o n  3c
P h rase Structure: 1 w i t h  tierce de
T on a l i t y  :
(
1
p i c a r d e  in 
final chord
Text u r e  : 3-part ( A , T ,B ) :
1
(
repeat of s u b ­
section 3b but 





In Section 3, the text is again d e cisive in d e t e r ­
m i n i n g  the m u s i c a l  setting A i c h i n g e r  p r o v i d e s  in that verse 
18 clea r l y  exhibits three di f f e r e n t  ideas. First, the p s a l m ­
ist a n n o u n c e s  that the "Lord is n e a r "  (J u x t a  est Domi n u s  iis). 
For this u t t e r a n c e  (sub-section 3a), A i c h i n g e r  employs four 
low, s onorous v o ices that d e c l a i m  the text chordally.
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w i t h o u t  i n t e r r u p t i o n  or repet i t i o n .  This phr a s e  c o n c l u d e s 
on a half cadence in g - m i n o r  l e a d i n g  to the.next idea 
( s u b - section 3b) that the Lord is near "to the b r o k e n ­
hear t e d "  (qui tribulato sunt c o r d e ) . A i c h i n g e r  renders the 
a f f e c t i v e  m e a n i n g  of the text w i t h  a c o n s t a n t l y  c h a n g i n g  
chain of s u s p e n s i o n s  (Example 15).
E x ample 15. Quis est homo -- m u s i c a l  m a t e r i a l  of su b ­
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In this p r o g r e s s i o n  w h e r e  a con t i n u a l  flow is needed, 
A i c h i n g e r  sel d o m  repeats h i m s e l f  as indicated in the e x a mple 
above. However, in the next p h r a s e  (sub - s e c t i o n  3c), w h i c h  
adva n c e s  the o b s e r v a t i o n  that the Lord saves "the c r u s h e d  in 
spirit" (et humiles s p iritu s a l v a b i t ) , the lines bec o m e
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r e p e t i t i v e  and l a c k i n g  in direct i o n ,  s i m i l a r  to, but m o r e  
e x a g g e r a t e d  than the b e g i n n i n g  of Quis est homo (see 
E x a m p l e  1 2 c ) . Some of the v o c a l  lines are r e p e a t e d  e x a c t l y  
such as the 2nd soprano of m e a s u r e s  23-24 and 25-26 w h i c h  
b e c o m e s  the 1st soprano of m e a s u r e s  24-25. A m o r e  subt l e  
r e l a t i o n s h i p  o c curs b e t w e e n  the t e n o r  of m e a s u r e s  24-25, 
the 1st soprano of m e a s u r e s  24-25 and 26-28, and the 2nd 
soprano of m e a s u r e s  25-27. The p a r t s  are the same m e l o d i -  
cally and r h y t h m i c a l l y  but the t e n o r  is d i s p l a c e d  one
quar t e r  note. For the five m e a s u r e s  b e t w e e n  m e a s u r e s  23-27,
only three chords, d-minor, -major, and g - m i n o r  are 
randomly c r e a t e d  by the m o v i n g  parts, w h i c h  not only fail to 
cr eate a sense of f o r w a r d  mo v e m e n t ,  but also c r e a t e  an 
i nsecure tonal o r g a n i z a t i o n .
S u b - s e c t i o n  3d is an exact r e p e a t  of s u b - s e c t i o n  3a.
In s u b - s e c t i o n  3d, A i c h i n g e r  repe a t s  the same m u s i c
and text of s u b - s e c t i o n  3b but w i t h  d i f f e r e n t  v o c a l  scor i n g  
in the f o l l o w i n g  m a n n e r  (Example 16).
E xam p l e  16. Quis est homo —  part r e l a t i o n s h i p s  for 
s u b - s e c t i o n s  3b a nd 3e
2 b  l e
va
1st s o p r a n o ------------------------- alto (8 b a s s o )
2nd soprano -------------------------  tenor (8^^ b a s s o )
a l t o -----------------------------------bass (8^^ basso)
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S u b - s e c t i o n  3f Is an exact repeat of s u b - s e c t i o n  3c 
ex cept for the final cadence. : A i c h i n g e r  co n c l u d e s  this 
mo t e t  on a G - m a j o r  chord w i t h  a t i erce de p i c a r d i e  loca t e d  
in the 1st soprano.
As p r e v i o u s l y  stated, B e n e d i c a m  D o m i n u m  and Q u i s est 
homo are p a i r e d  motets. N e i t h e r  is i n t e n d e d  to be p e r f o r m e d  
i n d e pendently. The p r e v i o u s  a n a l y s e s  r e v e a l  three s t r u c ­
tural ele m e n t s  that supp o r t  this p remise. A i c h i n g e r  u n i f i e s  
bo t h  m o tets by u s i n g  s i m i l a r  m o t i v i c  m a t e rial. As m e n t i o n e d  
earlier. Sect i o n  5 of B e n e d i c a m  D o m i n u m  is b a s e d  on a p r i n ­
ciple m o t i v e  and its i n v e r s i o n  sung s i m u l t a n e o u s l y  and 
imitatively. This m o t i v e  is also used to b e g i n  Quis est homo 
and is found in S e c t i o n  2 and s u b - s e c t i o n  5c as well.
Also, there is s i m i l a r i t y  in p h r a s e  structure. 
Generally, A i c h i n g e r ' s  d e t a i l e d  s e t t i n g  of the texts of both  
m o t e t s  is in very short phrases, u s u a l l y  three m e a s u r e s  each.
An a n a l y s i s  of the degr e e s  upon w h i c h  each cadence  
is built reve a l s  the final u n i f y i n g  element. Both m o t e t s  
are c o n s t r u c t e d  in the g - d o r i a n  mode. B e n e d i c a m  D o m i n u m  has 
seven c a d e n c e s  built on the dom i n a n t  (D) i n c l u d i n g  the final 
one, only three on the tonic ( G ) , and one on B-flat. Quis 
est h o m o , on the other hand, has only two cad e n c e s  built on 
the dominant, five on the tonic, and three on B-flat. The 
h i g h e r  n u m b e r  of d o m i n a n t  c adences in B e n e d i c a m  D o m i n u m
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followed by the h i gher n u m b e r  of tonic c adences in Quis-est 
homo c r eate a h armonic c o n t i n u i t y  b e t w e e n  the two motets that 
p r e c l u d e s  i n d e p e n d e n t  p e r f ormance.
A D E S T O  UNUS DEUS
A d e s t o  unus Pens is for seven voices divi d e d  into two,
a n t i p h o n a l  choirs, the coro s u p e r i o r e  (choir I) and the coro
grave (choir II). The coro s u p e r i o r e  con s i s t s  of the Cantus
(soprano 1), Q u inta V ox (soprano 2), and T enor (tenor 1)
w h i l e  the coro grave consists of the Altus (alto 1), Altus 2
(alto 2), T e n o r  2 (tenor 2), and Bas sus (bass).^^
The text was c ompiled from the first six antiphons
and the r e s p o n s o r y  to L e sson V of the Feast of the Most Holy 
12Trinity. The com p l e t e  text and t r a n s l a t i o n  follow;
This a n t i phony b e t w e e n  choirs or cori s p e z z a t i , is 
one of the i n d i v i d u a l  c h a r a c t e r i s t i c s  of A i c h i n g e r ' s  m e ntor 
G i o v a n n i  Gabrieli. The latter a d o p t e d  the m e t h o d  of c on­
t r asting d i f f e r e n t l y  c o n s t i t u t e d  groups, f r e q u e n t l y  one choir 
of upper and another choir of lower voices, from his uncle, 
A n d r e a  Gabrieli.
12 For the text and t r a n s l a t i o n ,'see The Hours of the 
D i vine O f f i c e  in English and L a t i n , vol. 2 (Collegeville:
The L i t u r g i c a l  Press, 1964), pp. 1423, 1424, 1427, 1428, 1429, 
and 1432.
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Ta b l e  8.
A d e s t o  unus Deus 
Text and T r a n s l a t i o n
A n t i p h o n  1;
A d e s t o  unus Deus omnipotens, 
Pater, Filius, et Spiritus 
s a n c t u s .
A n t i p h o n  2:
Te unum in s u b s t a n t i a  
conf i t e m u r .
A n t i p h o n  3:
Te semper idem esse, vivere, 
et intellegere, profitemur.
A n t i p h o n  4:
Te adoramus, te laudamus, 
te invocamus, o beata 
T r i n i t a s .
A n t i p h o n  5:
Spes nostra, salus nostra, 
honor noster, o beata 
T r i n i t a s .
A n t i p h o n  6:
L i b e r a  nos, salva nos, 
viv i f i c a  nos, o beata 
T r i n i t a s .
Be w i t h  us, one God all- 
powerful, Father, Son and 
Holy Spirit.
We a c k n o w l e d g e  that You are 
one in substance.
We profess that You are 
always the same in being, 
in life and in intellect.
We adore You, we p r aise You, 
we call upon You, o b l e s s e d  
T r i n i t y .
You are our hope, our s a l v a ­
tion, our glory, o ble s s e d  
T r i n i t y .
Free us, save us, give us 
life, o bles s e d  Trinity.
76
R e s p o n s o r y  to L e s s o n  V:
Tibi laus, tibi gloria, 
tibi g r a t i a r u m  actio in 
saecula s e m p i t e r n a .
To Y o u  be praise, to Y o u  be 
glory, to You be thanksgiving 
for e n d l e s s  ages.
Each of the six a n t i p h o n s  and the one R e s p o n d  b e come 
an i n d e p e n d e n t  sect i o n  in A i c h i n g e r ^ s  p o l y p h o n i c  setting. He 
sets the a n t i p h o n s  and resp o n d  a n t i p h o n a l l y  u s i n g  a choir of 
upper and a n o t h e r  choir of lower voices. E x a m p l e  17 provides 
p e r t inent i n f o r m a t i o n  about p i t c h  p a r a m e t e r s  in the v o i c e s  
of choirs I and II.
Example 17. A d e s t o  unus Deus —  pitch p a r a m e t e r s  of 
choirs I and II
?
C h ô i f  X
T' A - T s
--------ft " ' "ffl .... -O’
---- ...... ■" a
-------—  O 0
-------- < & ----------
Th e r e  are seven sections to this m o t e t  as showh in 
Figure 11.
13 A i c h i n g e r  has in s e m p i t e r n a  secula in the print.
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F i g u r e  11.
A d e s t o  unus Deus 
O v e r - a l l  o r g a n i z a t i o n
1 S e c t i o n  1 (23 meas.) | S e c t i o n  2 (6 meas.) |
Measure:
Text; A d e s t o  unus De u s  
S p i r i t u s  sanc t u s  















S e c t i o n  3 (8 meas.)
14 meas. 
S e c t i o n  ^ ( g + g ^
28;
Measure: 27
Text: Te s e m p e r ..p r o f i t e m u r .









Te a d o r a m u s . . o  beata 
Tr i n i t a s .  (Antiphon 4)
p — — — ̂  — — .—. ̂  '—.—i — B̂ “ — — 2 — B̂ “ ~ ” g
(V) (i) (i) (I) a:) (!)(!:)
il3 # 3
Sect i o n  5 (^^ S e c t i o n  6 /10 m e a s .\ 
^ 6  + 5 '




Text: Spes n o s t r a . . o  beata
Trinitas. (Antiphon 5)
Tonality: F — — — — — —— — d— — — — — — ~ g — B^g
I
L i b e r a  n o s . . o  beata 
I T r i nitas. (Antiphon 6)
1
(I) (i) (I) (I:)I(1: ) (V) (I)
#3 //3'













80 86 92 95
Ti b i  l a u s . . i n  s e m p i t e r n a  
( R e s p o n s o r y  to L e s s o n  V)
Ti b i  l a u s . . i n  s e m p i ­
terna secula 
(Repeat of Respond)
Tonality: g— — — B — — —— g — —— — — g g — — B ^ " — " " g — — -
(i) (I) (i) (i) (i) (I) (i)
#3
B e f o r e  p r o c e e d i n g  wi t h  the m o r e - d e t a i l e d  sub-sectional 
analysis, furt h e r  e l a b o r a t i o n  r e g a r d i n g  three o v er-all  
st r u c t u r a l  a s p e c t s  of this m o t e t  wi l l  be made. First, 
A i c h i n g e r  u n i f i e s  sec t i o n s  2, 3, and 4 t e x t u a l l y  and moti v i -  
cally. All of these s e c t i o n s  belo n g  tog e t h e r  b e c a u s e  of, the 
text. They all b e g i n  w i t h  the wo r d  - a r e f e r e n c e  to God.
Also, each s e c t i o n  b e g i n s  w i t h  m o t i v e s  in g - dorian that 
cont a i n  l o w e r e d  s i x t h  degr e e s  (E-flats) as ch r o m a t i c  a l t e r a ­
tions (Example 18).
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Example 18. A d esto unus Deus 
sections 2, 3, 4
m o t i v i c  s i m i l a r i t y  in
AA-
*»
d r H -  f ....f =
T ' W o u l )
I f
^ ‘_(cLf-X)
- T r t J ~ r
Second, the text o beata Tri n i t a s  (o b l e s s e d  Trinity) 
is used as a refrain at the end of s ections 4, 5, and 6 .
This r e f r a i n  uses id e n t i c a l  m u s i c a l  m a t e r i a l  for sections  
4 and 5, and uses different m u s i c a l  m a t e r i a l  for section 6 .
Third, all of s e c t i o n  7 is r e p e a t e d  upon its c o m ­
pletion w i t h  the final p o r t i o n  in s e m p i t e r n a  secula (for 
endless ages) being s lightly altered. A i c h i n g e r  repeats the 
bass line of this portion in a n e a r l y  id e n t i c a l  form but 
e xpands the l e ngth (by one mea s u r e )  and the v o i c i n g  (choir II 
to choirs I and II) above it in a c h a c o n n e -like manner. A 
t h r e e - m e a s u r e  coda completes the motet.
Section 1 contains three s u b - s e c t i o n s  as shown in 
Figure 12.
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F i gure 12.
A d e s t o  unus Deus 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  1
la Ib
M e a s u r e  : 
Text:
T r a n s l a t i o n  :
Tonality:
Choir D i s t . : 
Texture:
A d esto unus Deus 
o m n i p o t e n s ,
Be w i t h  us, one 






strict imitation of 
subject: free p o l y ­





C h o i r s  I and II 
14m i x e d  style 










M e a s u r e  : 15 17 23
Text : et S p iritus sanctus.
l4
This is a style a s s o c i a t e d  w i t h  the V e n e t i a n  p o l y ­
choral school w h e r e  mo s t  of its v o ices m o v e  in no t e  against 
note style w h i l e  a few of the voices, in this case three, 
have moving, im i t a t i v e  parts agai n s t  this chordal b a c k g r o u n d
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T r a n s l a t i o n  : 
T o n a l l C y :
Ch o i r  D i s t . ; 
T e x t u r e  :
and Holy Spirit.
8 - -8 -
(i) (i)
Choirs I a nd II
(I) (I)
chor d a l  antiphony: o v e r l a p p i n g  c h oral entries
(174)
The sopr a n o  1 part from choir I p r e s e n t s  the first 
of three entr i e s  of A i c h i n g e r ' s  o p e n i n g  subject (Example 19)
E x a m p l e  19. A d e s t o  unus Deus -- o p e n i n g  subject
, /) “ t o  K, - nut D a  « us om -  n i  -  oo -  t i z n t j
S ( & k o i h I )
I m i t a t i o n  of the open i n g  subject is s t rict m e l o d i c a l l y  with 
soprano 2 a n s w e r i n g  t o n a l l y  at the f o u r t h  b e l o w  (meas. 3) and 
tenor 1 p r o v i d i n g  the entry at the o c t a v e  b e n e a t h  (meas. 4). 
However, sopr a n o  2's entry is at the d i s t a n c e  of two breves  
(two m e a s u r e s )  w h i l e  t enor 1 e n ters a f t e r  only one m e asure.
S u b - s e c t i o n  lb b e g i n s  w i t h  the e n t r a n c e  of choir II, 
a n e w  motive, and a n e w  text: Pater, F i l i u s  (Father, Son).
This m o t i v e  co n t r a s t s  w i t h  the o p e n i n g  one by d e s c e n d i n g  in 
ste p w i s e  m o v e m e n t  b e f o r e  a s c e n d i n g  in like m a n n e r  (Example 
20) .
82
Example 20. A d e s t o  unus Deus -- m o t i v e  for s u b - s e c t i o n  lb
$
( c k à ' i f J I )  p
a  -
The m u s i c a l  m a t e r i a l  is p r e s e n t e d  in a m i x e d  style w i t h  % 
m e a s u r e s  12-15 being n e a r l y  an exact r e peat of m e a s u r e s  8-11. 
The only chan g e s  in the r e p e t i t i o n  are the e x c h a n g e  of parts 
(s t i m m t a u s c h ) b e t w e e n  alto 2 and t e n o r  1 and the v a r i a n t s  
m a d e  in the tenor 2 part. A i c h i n g e r  uses i n t e r e s t i n g  
i m i tation b e t w e e n  the soprano 1 , 2 , and tenor 1 parts.
A l t h o u g h  p o s s i b l y  by accident, he does i m i t a t e  a p o r t i o n  of 
the m o t i v e  found in the sopr a n o  2 part w i t h  its a u g m e n t e d  
form in sopr a n o  1 and exact form in the tenor part (Example 21)
Example 21. A d e s t o  unus Deus -- m o t i v e  for s u b - s e c t i o n  lb 




A c c o r d i n g  to Jeppesen, im i t a t i o n  by inversion, a ugmentation,
and d i m i n u t i o n  was us e d  s p a r i n g l y  by late s i x t e e n t h - c e n t u r y  
15 1
composers. The sopr a n o  2's r e turn to the "d " on the
syl l a b l e  of Filius (meas. II) creates a second d i s s o n a n c e
1
w i t h  the s o p r a n o  I's "e " and thus a p r o l o n g e d  r e s o l u t i o n  of 
a " c o n s o n a n t "  fourth.
S u b - s e c t i o n  Ic has four s e p a r a t e  entries of the text. 
The first two are i n d e p e n d e n t  a n t i p h o n a l  entries w h i l e  the 
last two o v e r l a p  in the f o l l o w i n g  order: choirs II - I (an­
tiphonal) and choirs II - I ( o v e r l a p p i n g ) . The final two 
entries b a l a n c e  the first two in that the first begins 
h o m o p h o n i c a l l y  until choir I enters at w h i c h  time the alto 2 
and bass p a r t s  beco m e  i n d e p e n d e n t  of the alto 1 and tenor 2 
parts and a c c o m p a n y  the soprano 1 and 2 parts in m e asures
20-21. E x a m p l e  22 pre s e n t s  the soprano 1 and 2 entries and
3a port i o n  of a d o minant pedal that lasts from m e a s u r e  19 
223 and is found at d i f f e r e n t  times in the tenor, alto 1, 
and tenor 2 parts.
15
Jeppesen, C o u n t e r p o i n t , p. 166
E x a m p l e  22.
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A d e s t o  unus Deus —  soprano 1 and 2 entries 





Section 2 is only six m e a s u r e s  in length and has no
s u b - s e ctions. It is shown in Figure 13.
F i g u r e  13.
A d e s t o  unus Deus 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of Section 2








Te u n u m  in s u b s t a n t i a  confitemur.





C h o i r  Dist.: C h o i r  I only
Texture: free p o l y p h o n y  of a n e w  motive: hi g h  tessitura
S e c t i o n  2 is b a s e d  on a m o t i v e  that c o n t a i n s  p r o p e r t i e s  
w h i c h  unify s e c t i o n s  2, 3, and 4 (see E x a m p l e  18: page 79). 
The b e g i n n i n g  of this s e c t i o n  is a good e x a m p l e  of s u c c e s s i v e  
entries that s i mply suggest imitation. The m o t i v e  is first
p r e s e n t e d  by the tenor 1 (meas. 23^). S u c c e e d i n g  entries
2 4are by sopr a n o  1 (meas. 23 ) and sopr a n o  2 (meas. 23 ) but
not w i t h  the m o t i v e  in its o r i g i n a l  form. A l t h o u g h  it m a y
be accidental, it is i n t e r e s t i n g  to n o t e  that the s o p r a n o  1 
2entry (meas. 23 ) is a s u p e r i m p o s e d  m e l o d i c  r e t r o g r a d e  
(different rhythm) of the init i a l  m o t i v i c  st a t e m e n t  f ound in 
the tenor 1 part (Example 23).
Exa m p l e  23. A d e s t o  unus Deus -- m o t i v e  for S e c t i o n  2 
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N o t e  also that A i c h i n g e r  uses this s e c t i o n  to i n t r o d u c e  the
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d o t t e d  r h y t h m  p a t t e r n  J | J. J' J (s u b - s t a n - t l - a ) in 
m e a s u r e  25, that r h y t h m i c a l l y  d o m i n a t e s  the next section.
S e c t i o n  3, only eight m e a s u r e s  long, also has no 
s u b - s e c t i o n s  as shown in F i g u r e  14.
F i g u r e  14.
A d e s t o  unus Deus 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of Sect i o n  3




Text: Te semper idem esse vivere, et intellegere,
p r ofitemur.
T ran s l a t i o n :  We p r o f e s s  that Y ou are always the same in
being, in life and in intellect.
Tonality: g --------------------------------------------------------- g
(i) (V)
C h o i r  Dist.: Choir II
Texture: i m i t a t i v e  entr i e s  w i t h  the v a r i a b l e  m o t i v e
b a l a n c e d  by chor d a l  m o v e m e n t  in the r e m a i n i n g  
parts: r h y t h m i c  r a ther than m e l o d i c  imitation,
S e c t i o n  3 b e g i n s  w i t h  a m o t i v e  s t ated once in the tenor 2 
part (see E x a m p l e  18, page 7 9). I m i t a t i o n  of the rhythmic, 
not mel o d i c ,  e lements of the m o t i v e  occur in the alto 1 /bass
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and alto 2 parts. The dotted r h y t h m i c  pattern,J. j J |j J » is used i m i t a t i v e l y  (meas. 27-28) and 
c h o r d a l l y  (meas. 30). It is b o r r o w e d  from S e c tion 2.
S e c t i o n  4 has two s u b - s e c t i o n s  as shown in F i g u r e  15
F i g u r e  15.
A d e s t o  unus Deus 










Text : Te adoramus, , 
te l a u d a m u s , i 
te invocamus, ;
o b e a t a  Trinitas.
T r a n s l a t i o n  :
f
We adore You, | 
we p r a i s e  You, | 
we call upon You, t
o b l e s s e d  Trinity.
T o n a l i t y  : g---------g --------- d (







Choir D i s t .:
1
Ch o i r s  I and II | 
t h r o u g h o u t  |
Texture: free polyphony: j 
p a i r e d  i m i t a t i o n   ̂
b e t w e e n  choirs |
h o m o p h o n y
S u b - s e c t i o n  4a is b a s e d  on two r h y t h m i c  m o t i v e s  w h i c h  reflect 
the r h y t h m  of the p h r a s e s  in the text as follows (Example 24):
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Exam p l e  24. A d esto unus Deus —  r h y t h m i c  m o t i v e s  for 
s u b - s e c t i o n  4a
J n  J n
Te a - d o - r a - m u s  
Te i n - v o - c a - m u s
or Te lau-da - m u s
The s u b - s e c t i o n  b e g i n s  (Te a d o r a m u s ) and ends (te i n v o c a m u s ) 
w i t h  rapid a n t i p h o n a l  im i t a t i o n  b e t w e e n  choirs I and II in 
the m a n n e r  of G. Gabrieli. In the middle, b o t h  choirs 
e n g a g e  in rather free im i t a t i v e  i n t e r p l a y  on the r h y t h m i c  
m o t i v e  that is a l i g n e d  wi t h  the text te laudamus (see 
Example 24).
S u b - s e c t i o n  4b is h o m o p h o n i e  in texture and uses 
both choirs throughout. The text o beata T r i n i t a s , used 
here as a refrain, is also found at the end of sections 5 (5b) 
and 6 (6 b ) . S u b - s e c t i o n s  4b and 5b are in triple m e t e r  
b eca u s e  of the r e f e r e n c e  to the Holy T r i n i t y  and are 
identical musically, w h i l e  s u b - s e c t i o n  6 b uses different 
music and duple m e t e r  ( (j: ) . The text and m u s i c  are stated 
twice w i t h  each cadence h a v i n g  the t r a d i t i o n a l  tierce de 
p i c a r d i e  in the final chord.
Section 5 has two s u b - s e c t i o n s  as s hown in F i g u r e  16.
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F i g u r e  16.
A d e s t o  unus Deus 





Ton a l i t y  :
Choir D i s t .: 







Spes nostra, salus 
nostra, h o n o r  
n o s t e r ,
Y o u  are our hope, 




Choir II fol l o w e d  
by Choir I
h o m o p h o n y  f ollowed 
by free p o l y p h o n y
o b e a t a  Trinitas.
o b l e s s e d  Trinity.
(I) (I:)(I) (I:)
#3 //3
Choirs I & II
h o m o p h o n y
In s u b - s e c t i o n  5a, choirs I and II p r e s e n t  the text in o v e r ­
lapping phrases in the f o l l o w i n g  manner:
II. Spes n o s t r a  - salus n o s t r a
I. salus n o s t r a  - honor n o ster 
Choir II's p h r a s e  is a l most e n t i r e l y  h o m o p h o n i e  w h i l e  choir 
I's short p h r a s e  b e g i n s  i m i t a t i v e l y  and ends homophonically,
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This is one e x a m p l e  of A i c h i n g e r ' s  use of choral antiphony. 
O n e  choir w i t h  h o m o p h o n i e  m u s i c  is in d i a l o g u e  w i t h  a n o t h e r  
choir w i t h  p o l y p h o n i c  music.
S u b - s e c t i o n  5b is an exa c t  r e p e a t  of s u b - s e c t i o n  4 b . 
S e c t i o n  6 has two s u b - s e c t i o n s  as shown in F i g u r e  17
F i g u r e  17.
A d e s t o  unus Deus 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  6
6 a 6 b
M e a s u r e  : 
Text :
T o n a l i t y  :




L i b e r a  nos, salva 
nos, v i v i f i c a  nos.
65.
65'




Ch o i r s  I and II 
t h r o u g h o u t
Cho r a l  a n t i p h o n y  
u s i n g  h o m o p h o n y  and 




o b l e s s e d  Trinity.
F - ,
(I)




Each short excl a m a t i o n .  L i b e r a  n o s , s a l v a  n o s , v i v i f i c a  n o s , 
in choir I is i m i t a t e d  i m m e d i a t e l y  by cho i r  II. The first
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and last e x c l a m a t i o n s  are c h o r d a l  in texture, w h i l e  the 
m i d d l e  salva n o s , is imitative.
S u b - s e c t i o n  6 b is a repeat of the t e x t u a l  refr a i n 
found in s u b - s e c t i o n s  4b and 5b but the m u s i c  is c o m p l e t e l y  
d ifferent. I n s t e a d  of two text u a l  s t a t e m e n t s  of o beata 
Tri n i t a s  as in the s u b - s e c t i o n s  4b and 5b, A i c h i n g e r  writes 
only one here, and it is in s u s t a i n e d  notes, d r a w i n g  out 
the text and t h e r e b y  e m p h a s i z i n g  it. In the V e n e t i a n  manner, 
there are two or t h r e e  m o v i n g  parts a c c o m p a n i e d  by the rest 
of the v o i c e s  m o v i n g  in n o t e - a g a i n s t - n o t e  style.
S e c t i o n  7 is d i v i d e d  into four s u b - s e c t i o n s  as shown 
in F i gure 18.
Fi g u r e  18.
A d e s t o  unus Deus 
S u b - s e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  7




Tibi laus, tibi 
gloria, tibi 
g r a t i a r u m  actio
To You be praise, 
to You be glory, 






in s e m p i t e r n a  
s a e c u l a .







C h oir Dist.: Choir I
free polyphony; 
use of stretto




C h o i r  II
free p o l y p h o n y
- g
(i)
M e a s u r e :
Text :
Translation: 




same as 7a 
same as 7a
(i) (I) (i)
Cho i r  Dist.: Choir I
Texture: exact rep e a t  of 





same as 7b 
same as 7b
g ----------- ----  — ------g
(i) (I:
#3
Choirs I and II
re p e a t  of te xt/bass
line of sub- section
7b: e x p a n d e d length
and voicing: three
m e a s u r e  coda con-
eludes motet
S u b - s e c t i o n  7a contains free p o l y p h o n i c  m a t e r i a l  pl a c e d  
e x c l u s i v e l y  in choir I. Tenor 1 states the o p e n i n g  mo t i v e  
w h i c h  is i m i t a t e d  in s t r etto by the s o p r a n o s  1 and 2 mo v i n g  
in thirds. A f t e r  its o p ening imi t a t i v e  s t a t e m e n t ,  the 
t e nor 1 acts as the bass to the s o prano duet (Example 25).
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E x ample 25. A d e s t o  unus Deus —  m o t i v e  for s u b - s e c t i o n  7a 
and its imitation
%
^ * *f\ » él io-̂% j/s-K-A'j ft - A, - KUR 0.C - ft - 0 ,
-i~J-
T< - At f t ' W * -U n t 0̂ • ft" O'
w
n  • /Ai*S^f t* i t  j / o -  Iri -  A j f t - k i  ft ft. -  -  Mt% a t - f t  • 0 .
S u b - s e c t i o n  7b contains free, n o n - i m i t a t i v e  p o l y ­
phonic m a terial. The bass is the s t r u c t u r a l  v o ice b e cause 
it returns in n e a r l y  ide n t i c a l  form in s u b - s e c t i o n  7d. It 
b egins w i t h  a descending, stepw i s e  m o t i v e  that turns back on 
itself and w h o s e  text is stated s y l l a b i c a l l y  (Example 26).
E x ample 26. A d e s t o  unus Deus —  m o t i v e  for s u b - s e c t i o n  7b
—  ^ ë . A 1 1 ......
-P: * - - j z . i :
B' in, sem-̂ l.iSr-nx cu-Uf ttx fem-pi-éch - - ni^S&~cu^ Icl .
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An i n t e r e s t i n g  but not p a r t i c u l a r l y  u n u s u a l  c a d e n c e  o c curs at 
the end of this s u b - s e c t i o n  (Example 27).
E x a m p l e  27. A d e s t o  unus Deus —  c a d e n c e  of s u b - s e c t i o n  7b
. #
I îV —   ̂I ■ I III I'.
I
This is a ^ suspension. It can only be r e s o l v e d  by the bass- 
m o v i n g  up by step w h i l e  the s u s p e n d e d  n o t e  moves down a step.
S u b - s e c t i o n  7c is an exact r e p e t i t i o n  of s u b - s e c t i o n  
7a. S u b - s e c t i o n  7d repe a t s  the text of s u b - s e c t i o n  7b and 
the bass part in a n e a r l y  ident-ical form. A i c h i n g e r  expands 
its l e n g t h  (7b = 5 meas.: 7d = 6 meas.) and text u r e  to 
include b o t h  choirs in b r i n g i n g  A d e s t o  unus Deus to a three- 
m e a s u r e  coda w i t h  a c u l m i n a t i n g  final c a d e n c e  that inc l u d e s 
the t r a d i t i o n a l  tierce de p i c a r d i e .
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L A U D A T E  D O M I N U M
L a u d a t e  D o m l n u m  is a m u l t i - s e c t i o n a l  m o t e t  wi t h 
te x t u r e s  r a n g i n g  from two to eight parts.
P s a l m  150 is the text source. It is c l a s s i f i e d  as 
a p s a l m  of p r a i s e  that was to be sung in the t e mple on great 
f e s t i v a l  occasions. Each of the five v e rses of this p s a l m 
co n c l u d e s  w i t h  one of two a l t e r n a t i n g  refrains. The texts 
of these ref r a i n s  are i n t e r p o l a t e d  e x p r e s s i o n s  of p r a i s e  not 
found in the o riginal p s a l m  text. The use of i n t e r p o l a t i o n s  
in the late s i x t e e n t h - c e n t u r y  was not rare. "Some co m p o s e r s  
treated the m a i n  psalm texts w i t h  c o n s i d e r a b l e  f r e e d o m  by 
u s i n g  extracts, a s s e m b l i n g  v e r s e s  from d i f f e r e n t  psalms, and 
i n c o r p o r a t i n g  p a r a p h r a s e d  or even n o n - b i b l i c a l  texts.
T able 9 p r o v i d e s  the text and its t r a n s l a t i o n  taken from the 
R e v i s e d  S t a n d a r d  V e r s i o n  of the Bible. R e f r a i n s  are labe l e d  
"A" and "B" and are e n c l o s e d  w i t h i n  pare n t h e s e s .
16
Paul Doe, " P s a l m s / P o l y p h o n i c  psalms/ 1. Up to 1600," 
The N ew G r o v e  D i c t i o n a r y  of M u s i c  and M u s i c i a n s , 6 th ed., 
vol. 15 (London: M a c m i l l a n  P u b l i s h e r s  Limited, 1980) p. 333.
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Tab l e  9. 
La u d a t e  D o m i n u m  
Text and T r a n s l a t i o n
P s a l m  150
1. Laudate Dominum in sanctis 
eius: *laudate eum in fir- 
mamento virtutibus eius.
A. (Laudent ilium.coeli et 
terra, mare et omnis 
creatura eius.)
2. Laudate eum in virtutibus 





3. Laudate eum in sono tubae: 
*laudate eum in 
psalterio et cithara.
A. (Laudent ilium coeli et 
terra, mare et omnis 
creatura eius.)
4. Laudate eum in tyrapano et 




5. Laudate eum in cymbalis 
benesonantibus: *laudate 
eum in cymbalis jubila- 
tionis: *omnis spiritus 
laudet Dominum.
A. (Laudent ilium coeli et 
terra, mare et omnis 
creatura eius.)
Praise the Lord in His sanc­
tuary: praise Him in his 
mighty firmament.
(Let the heavens and the 
earth, the sea and all His 
creatures praise Him.)
Praise Him for His mighty 
deeds: praise Him, all ye 
people, according to His 
exceeding greatness.
(Praise the Lord, 
praise God.)
Praise Him with trumpet sound: 
praise Him with 
lute and harp.
(Let the heavens and the 
earth, the sea and all His 
creatures praise Him.)
Praise Him'with timbrel and 




Praise Him with sounding 
cymbals: praise Him with 
loud clashing cymbals: 
let everything that 
breathes praise the Lord.
(Let the heavens and the 
earth, the sea and all His 
creatures praise Him.)
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As Table 9 indicates, each P s a l m  v e r s e  includes two 
r e c u r r i n g  s t a t e m e n t s  of the text L a u d a t e  eum w h i c h  both 
ref r a i n s  simply intensify.
A i c h i n g e r  d i s t r i b u t e s  the v o i c e  parts a c c o r d i n g  to 
the P s a l m  v e r s e s  and ref r a i n s  in the fo l l o w i n g  m a n n e r  
(Table 10).
T able 10 
L a u d a t e  D o m i n u m  
T e x t u a l  r e l a t i o n s h i p  to p a r t  d i s t r i b u t i o n
V e r s e / R e f r a i n  Part D i s t r i b u t i o n
Two parts: S1,S2
Eight parts: S 1,S 2 ,A 1 ,A 2 ,T 1,T 2 ,B 1,B2 
T hree parts: S1,S2,T1 
Eight parts: S 1,S 2,A 1 ,A 2 ,T 1,T 2 ,B 1,B2 
Four parts: T 1 , T 2 , B 1 , B 2  
Eight parts: S 1 , S 2 , A 1 , A 2 , T 1 , T 2 , B 1 , B 2  
Five parts: S 1 , A 2 , T 1 , T 2 , B 2  
Eight parts: S 1 , S 2 , A 1 , A 2 , T 1 , T 2 , B 1 , B 2
Six parts: S 1 , S 2 , A 2 , T 1 , T 2 , B 2  
E ight parts: S 1,82,A 1,A 2 ,T l ,T 2 ,B 1,B2
V e r s e  1
R e f r a i n A
V e r s e  2
R e f r a i n B
V e r s e  3
R e f r a i n A
V e r s e  4
R e f r a i n B
V e r s e  5
R e f r a i n A
P i t c h  p a r a m e t e r s  of the eight parts are p r e s e n t e d 
in Example 28.
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E x a m p l e  28. L a u d a t e  D o m l n u m  -- p i t c h  p a r a m e t e r s
s' S* A' ft'- r' 3' 9*É -e Q~
0 g
O v e r - a l l  o r g a n i z a t i o n
T h e r e  are five secti o n s  to this motet. F i g u r e  19 
gives its o v e r - a l l  or g a n i z a t i o n .
F i g u r e  19.
L a u d a t e  D o m i n u m  





S e c tion 1 R e f r a i n  A
1 13^ i I4 I
I
L a u d a t e ..vi r t u t i b u s  ' L a u d e n t  i l i u m . . e i u s
33
eius. (verse 1 ) I (refrain A)
F - .
(I)
No. of Parts: 2
-F ' F---
(I)I (I)







Se c t i o n  2
1
R e f r a i n  B
1
M e a s u r e  : 34* 52* ' 1 5 3 I 6 3 3
Text: Lau d a t e  
e i u s .
. .ma g n i t u d i n i s  
(verse 2)
L a u d a t e ..D e u s . 
(refrain B)
Tonality: p ___________ ______
(I) (V) I (I) (I)
M e t e r  : 11 t 3
No. of Parts: 3 11 8
1
S e c t i o n  3
1
R e f r a i n  A
1
M e a s u r e  : 64^ 7 5 * 1 76^ 9 5 ^
Text : L a u d a t e
cithara
1e u m . . . e t  . 
. (verse 3) |
1
L a u d e n t  ilium... 








—  F 
(I)
M e t e r  : i 11 4 3
No. of Parts: 4 11 8
M e a s u r e  : 
Text :
S e c t i o n  4 R e f r a i n  B
1 4 196 107 108 118
L a u d a t e e u m ..chordis L a u d a t e . . D e u m .

















S e c t i o n  5
1
R e f r a i n  A
1




Text: L a u d a t e  e u m . . l a u d e t  | 
Dominum. (verse 5) \










No. of Parts: 6
\
1 8
B e f o r e  p r o c e e d i n g  w i t h  a mo r e  d e t a i l e d  s e c t i o n a l  
analysis, this study will n ow present c e r t a i n  s t y l i s t i c  and 
formal c h a r a c t e r i s t i c s  w h i c h  unify the e n tire motet.
Each of the P s a l m  verses is set c o n t r a p u n t a l l y  in 
duple m e t e r  w i t h  a g r a d u a l l y  i n c r e a s i n g  n u m b e r  of parts 
(see Table 10). The r e c u r r i n g  r e frains that c o n c l u d e  each 
ve r s e  p u n c t u a t e  the c o u n t e r p o i n t  by being chordal, in triple 
meter, and a l ways in eight parts. The m u s i c  and text of 
each refrain is rep e a t e d  once w i t h  s t i m m t a u s c h  o c c u r r i n g  in 
all parts in the f o l l o w i n g  m a n n e r  (Example 29).
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Example 29. L a u d a t e  D o m l n u m  -- s t i m m t a u s c h  in r efrains A & B
Init i a l  Statement Rep eat
A i c h i n g e r  introduces a series of m o t i v e s  that are
the basic m u s i c a l  elements used to set each p s a l m  verse.
V a r i a t i o n s  of some of these m o t i v e s  appear in as ma n y  as
three d i f f e r e n t  verses and thus serve to unify the entire
motet. There are three m o t i v e s  found in Section 1 (verse 1)
They are f o r m e d  wi t h  similar m u s i c a l  m a t e r i a l  and appear
4c o n s e c u t i v e l y  in the 2nd soprano b e g i n n i n g  in m e a s u r e  2 
(Example 30).
Example 30. L a u d a t e  D o m l n u m  -- m o t i v e s  la, lb, and 1c 
showing s i m i l arities
  I .pj
S Î in Ça,fvc. * • 5
 J  n i   I f
»  g  — .— I ... .     I  — I fl — — •   — — I—  • —  , |  M |5̂ ; L&w,- OA.-re, e . urn in hf •ma.-wflM-r®
e • f u f . 
twifwal e,c__
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S e c t i o n  2 (verse 2) also c o n t a i n s  three motives 
(Example 31).
Example 31. L a u d a t e  D o m i n u m  —  m o t i v e s  2a, 2b, and 2c
T' mçTiif,







As o p p o s e d  to single m o t i v e s  found in Sect i o n  1, A i c h i n g e r
combines m o t i v e s  2a and 2b at the b e g i n n i n g  of Sect i o n  2 
1
(meas. 34 ). This c o r r e s p o n d s  to the t e c h n i q u e  of w r i t i n g  
a double fugue that b e c a m e  popular in the B a r o q u e  period. 
No t e  also the strong s i m i l a r i t y  b e t w e e n  these m o t i v e s  and 
those found in Section 1. F o l l o w i n g  the c o n t r a p u n t a l  
m a n i p u l a t i o n  of m o t i v e s  2 a and 2 b, a n e w  m o t i v e  (2 c) is 
i n t r o d u c e d  for the n ew text in v i r t u t i b u s  eius (meas. 36 ). 
In contrast to m o t i v e s  2a and 2b, this m o t i v e  is d o u b l e d  in 
p a r a l l e l  thirds.
S e c t i o n  3 (verse 3) contains two d i f f e r i n g  moti v e s  
(Example 32).
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E x a m p l e  32. L a u d a t e  D o m l n u m  —  m o t i v e s  3a and 3b
.in * '
m  $0 "A » f w "
ive 3a (meas is t r e a t e d  i m i t a t i v e l y  in e
four parts w h i l e  m o t i v e  3b (meas. 70^) is t r e a t e d  a n t i p h o n -  
a l l y .
S e c t i o n  4 (verse 4) c o n t a i n s  three s e p a r a t e  m o t i v e s  
(Example 33).
E x a m p l e  33. L a u d a t e  D o m l n u m  —  m o t i v e s  4a, 4b, and 4c
J ■
s' * .  L f i cn - j f t - f e  s - R w  i a  at d o - r o
I fpS.
s': IficliOh'clis i t on.̂ a-Ao
A i c h i n g e r  again u n i f i e s  this s e c t i o n  w i t h  p r e c e d i n g  ones
t hrough m o t i v i c  similarity. M o t i v e  4a (meas. 96 ) is
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s imi l a r  to m o t i v e s  la and 2 a w h i l e  the s y l l a b i c  textual 
t r e a t m e n t  of the d o tted eighth, s i x t e e n t h - n o t e  r h y t h m  ,
3
u n i f i e s  m o t i v e s  4b and 4c (meas. 102 ) w i t h  m o t i v e  3b.
Sect i o n  5 (verse 5) also c o n t a i n s  three m o t i v e s  
w i t h  5b and 5b' b e i n g  s i m i l a r  (Example 34).
E x a m p l e  34. L a u d a t e  D o m i n u m  —  m o t i v e s  5a, 5b, and 5b'
mefiVa S"o,
n r 11




. / j.IK • o - n i l
M o t i v e  5a is t r e a t e d  i m i t a t i v e l y  in each of the six parts
w h i l e  m o t i v e  5b is treated a n t i p h o n a l l y . M o t i v e  5b'
4
(meas. 127 ) is a v a r i a n t  of m o t i v e  5b caused by the 
d i f f e r e n t  w o r d  rhythm. It is also trea t e d  a n t i p h o n a l l y .
The r e l a t i o n s h i p  of final cad e n c e s  in each of the 
five s ections and c o r r e s p o n d i n g  r efrains also unif i e s  
L a u d a t e  D o m i n u m . The f o l l o w i n g  e x a m p l e  gives the no t e  upon 
w h i c h  each final cade n c e  is built and its type (Example 35)
105
Ex amp le  35. L au d a t e  D o m l n u m  —  final ca dences of each 
se c t i o n / r e f r a i n
Sectio n R ef r a i n
1. F: f u l l  A. F: full
2. C: f u l l ---------------------- B. F: full
3. C : h a l f ----------------------A. F : full
4. d(#3): f u l l ---------------- B. F: full
5. F : f u l l ----------------------A. F : full
Each section and its co rr e s po n d in g refrain are treated as 
a couplet. They are inte nde d to be p e r f or m e d wit h little 
or no pause b et w e e n  them. As examp le  35 indicates. 
Sections 2 and 3 cadence on C, the dominant of F , before 
pr o c e e d i n g  w it h  their r e s p ec ti v e refrains. In Section 4, 
a me dia nt  re lat i o ns hi p  is established. A full cadence 
built on D wi t h a "picardy" third is follo we d by its 
re fr a i n that is pi tc he d in F . Section 5 and its refrain 
conc lud e the mot et  as it began: wi t h  full cadences built
on F.
Se ct io nal  O r ga ni z at i o n
This study will now proce ed wi t h a mo r e- d e t a i l e d  
ana lys is  of each section and its c o rr e s p o n d i n g  refrain. 
Figure 20 pr es e n ts  the se c ti ona l o r g a n i z a t i o n  of Section 1
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F i g u r e  20.
L a u d at e  D o m l n u m  
S e c ti o n al  o r g a n i z a t i o n  of Se ction I
Section 1
1
R e f r ai n  A
.
Measure: 1 4^ 13^ 14^ 33^
Text : L a u d a te  D o m i n u m  in 
sanctis eius: *Lau- 
date eum in firma- 
mento v i r t u ti b u s eius.
Lau de n t ilium coeli 
et terra, ma r e  et 
omnis creat ur a eius.
Translation: Pra ise  the Lord in 
His sanctuary: praise 
Hi m in His mig ht y  
f i r m a m e n t .
Let the h e a v e ns  and 
the earth, the sea 
and all His cre atures 
p r a i s e  Him.
Tonality: F--------------------F
(I) (I)
p  — —  a_ Ç mm — » Jl* — — —  —  mm Ç — —■ mm J*
(I) (I) (I) (I) (I)
No. of parts: 2: SI, S2 8: S1,S2,A1,A2, 
T 1 , T 2, B 1, B 2
Texture: m o s t ly  imita tiv e ch ordal
Mos t of Sec ti on  1 is set in two-part, im i ta t i ve  counterp oin t,  
but it is in t ro du c ed  wi t h  free cou nt e rp oi n t that periodically 
returns th r o ugh out  the section. M o t i v e  la (meas. 2^) is 
p r e ce d e d by a short, n o n - imitât ive i n t r o d u c t i o n  that, in 
tonal terms, moves from tonic to d om ina nt  w h e r e  the mot i v ic  
de ve l opm en t begins. Mot i v e la quickly runs its cour se  and
is replaced by its free inversion, m o t i v e  lb (meas. 4 ).
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This m o t i v e  is just as qu i c kl y re pl a ce d  by an o t h e r  variant,
2
m o t i v e  1c (meas. 6 ). The l att er  m o t i v e  lasts un til  the end 
of Section 1, i n t e r r u p t e d  b ri e f l y  by a ca de nce  in m e a s u r e s  
8 and 9, and t e r m i n at e d  by a n ot h e r  ca den ce  in m e a s u r e s  11-13. 
A i c h i n g e r  uses s t i m m t a u s c h  in m e a s u r e s  6-8 and 9-12.
R e f r a i n  A  follows S e cti on 1. A i c h i n g e r  ch an ges  from 
duple to triple me t e r  and p r e s e n t s  the m u s i c  c h o r d a l l y  using  
all eight parts in tr o cha ic  r h y t h m  primari ly , but w i t h  the 
p e n u l t i m a t e  m e a s u r e  be in g iambic.
The s e ct i o n a l  o r g a n i z a t i o n  of Se ct io n 2 and its 
re f r a i n  is shown in F i g u r e  21.
Fi gur e 21.
L a u d a t e  D o m i n u m  
S ec t io n a l o r g a n i z a t i o n  of Secti on  2
Se c t i o n  2 
1 ' 1
R e f r a i n  B
1
M e a s u r e  : 34^ 38^ 45^ 52^ 53^ 63^
Text: L a u d a t e  eum in v i r t u ­
tibus eius: * la u d a t e  
eum, se c un d u m m u l t i ­
tu di n e m  m a g n i t u d i n i s  
e i u s .
La u d a t e  Do minum, 
l au da te  D e u m .
Translation: Pr ai s e Him for His 
mi g h t y  deed : p ra ise  
Him, all ye people, 
a cc o r d i n g  to His 
ex ce e di n g  greatness.
P ra i se  the Lord, 







No. of Parts: 3: S1,S2,T1
Texture: free imitation of 
motives 2a and 2b: J
motive 2c in paral-. 
lei thirds: use of ’ 
Stimmtausch - (meas. ̂
39^-43 ,̂ 46 -̂50 )̂ j
8: S 1, S2, AI ,A2 ,  




Se ct i on  2 re t ur ns  to duple m e t e r  and uses im it a ti v e  
p o l y p h o n y  b a se d  on m o t iv e s 2a and 2b (see E xam ple  31). 
A i c h i n g e r  u n i fi e s  this s ec tio n w i t h  Sec t i on  1 by means  
of strong s i m i l ar i t y b e t we e n  these m o t i v e s  and mo ti v e s  
la, lb, and 1 c . He also subjects m o t i v e s  2a and 2b to two 
c o n t r a p u n t a l  dev ic es  —  i n v e r t i b l e  c o u n t e rp o i nt  and st retto 
in m e a s u r e  35 (Example 36) .
E x a m pl e  36. L a u d a t e  D o m i n u m  -- m o t iv e s 2a and 2b using 
in v e r t i b l e  c o u n t e r p o i n t  and stretto
If Z & i
it, 2  L z z z z  h j
I .~Q——~-S— 9- —  g —— ——
t
r \
M o t i v e  2c first app e a rs  in m e a s u r e  36 and is sta ted  
twice in p a r a l l e l  thirds (see E x a m pl e 31). Again, similarity
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exists b e t w ee n this m o t i v e  and those found in Section 1.
2The second por ti o n of text begi ns  in m e a s u r e  38 
w it h  a v a r i e d  r e - s t a t em e n t of m o t i v e  2b in the 1st tenor. 
A i c h i n g e r  fo llows this w ith  a v a r i e d  form of mot iv e 2a 
found in the 1st and 2nd sopranos. He subjects this var i e d  
m o t i v e  to the co n t ra pu n ta l  de vices of a ug m e n t a t i o n  and 
stretto (Example 37).
Exa mpl e 37. L a u d a t e  D o m l n u m  —  m o t i v e  2a using 
au g m e n t a t i o n  and st retto
• •   I ' —' ' ■ jgg  4 — - . J.
t . f I . — , —  -J.. — . A_. y  .. _ . .1 1— —  ^  ” * I*
2 '   . • I  * — 1 - - . #  ' - - I  • •  ....... I  m I
y .««.««.1 .... I — -J . ...... . ..1 • . 1^1 &
- f^ flS/K,
.a
 - r - i , K
P: : 1 J .... ...... ...i...J ...... ....*.... .. . • - . . ..
f  £• Cuh -  . fk" hgnv.
This se co nd  p o r t i o n  of text Is r e p e a t e d  with st i m mt a u s ch  
o c c ur I n g b e t w e e n  the 1st and 2nd so pr ano s (see F i gu r e  21). 
The use of a B- na t ur a l  (meas. 52^) p r e pa r e s a full cad en ce  
on the d o m i na n t  (C) that is f o l l o w e d  by re fra in B.
R e f r a i n  B Is similar to r e f r ai n  A in that A i c h i n g e r  
uses an e i g h t - pa r t  chordal a r r a n g e m e n t  set in triple meter. 
This refrain, however, is sho rt er  than refrain A (refrain A 
20 me asures: refrain B = 11 me a s ur e s ) and most of the tr o ­
chaic rh yt hms  have been eliminated.
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The s e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  3 an d  its 
r e f r a i n  is s h o w n  in F i g u r e  22.
F i g u r e  22.
L a u d a t e  D o m i n u m  
S e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  3
M e a s u r e : 
Text:
S e c t i o n  3 R e f r a i n  A
64 68 75
T r a n s l a t  ion :
L a u d a t e  eum in sono 
tubae: * l a u d a t e  eum
in p s a l t e r i o  et 
citha ra.
P r a i s e  H i m  w i t h  
t r u m p e t  sound: 
p r a i s e  H i m  w i t h  




No. of parts: 4: T 1 , T 2 , B 1 , B 2
-F
(V)
Texture: fr ee  i m i t a t i o n  of 
m o t i v e  3a: an t i-  
p h o n a l  i m i t a t i o n  
of m o t i v e  3b
76 95
L a u d e n t  i l i u m  co e li  
et terra, m a r e  et 
om ni s  c r e a t u r a  eius.
Let the h e a v e n s  and 
the earth, the sea 
and all His c r e a t u r e s  
p r a i s e  Him.
F -------------------
(I)
8: S 1 , S 2 , A 1 , A 2 ,  
T 1 , T 2 , B 1 , B 2
c h o r d a l
-F
(I)
S e c t i o n  3 b e g i n s  w i t h  two m e a s u r e s  set c h o r d a l l y  (meas-, 64 - 
3
65 ). M o t i v e  3a is t h e n  i n t r o d u c e d  in the 2nd ba s s (see 
E x a m p l e  32) and is f r e e l y  i m i t a t e d  in all f o u r  parts.
I l l
A i c h i n g e r ' s  u se  of w o r d  p a i n t i n g  is e v i d e n t  as th i s  m o t i v e ,  
w i t h  its t ex t in so n o  t u b a e (v;ith t r u m p e t  sound) , is 
i m i t a t e d  in a f a n f a r e - l i k e  f a s h i o n .  T r i p l e  stretto- is the 
c o n t r a p u n t a l  d e v i c e  u s e d  to h e i g h t en the e f f e c t  w i t h  e a ch  
e n t r y  b e i n g  a q u a r t e r - n o t e  apart (E x am p l e 38).
E x a m p l e  38. L a u d a t e  D o m i n u m  -- m o t i v e  3a u s i n g  t r i p l e  
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no t u  - h m i
N o t e  that m o t i v e  2a g r a d u a l l y  c h a n g e s  as the t r i p l e  s t r e t t o  
c o n t i n u e s  (meas. 66^: Bl). A l s o ,  the t r i a d i c  n a t u r e  of the
m o t i v e  and its s u b s e q u e n t  i m i t a t i o n s  re s ul t  in s t a t i c  h a r -
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m o n i c  rhythm. A r e p e a t  of the o p e n i n g  two m e a s u r e s  of 
this s e c t i o n  o c c u r s  w i t h  the s e c o n d  p o r t i o n  of text, 
l a u d a t e  e u m . . . M o t i v e  3b is t h e n  i n t r o d u c e d  w i t h  the text
in p s a l t e r i o  et c i t h a r a  (see E x a m p l e  32). This m o t i v e  ;̂ is 
t r e a t e d  a n t i p h o n a l l y  w i t h  the 1st t e n o r  and 1st ba s s  in 
d i a l o g u e  w i t h  the 2nd t e n o r  and 2nd bas s.  A f t e r  a final, 
f o u r - p a r t  s t a t e m e n t  of v a r i a n t s  of m o t i v e  3b, a hal f c a d e n c e  
on C c o n c l u d e s  thi s se ct i on .
R e f r a i n  A is r e p e a t e d  f o l l o w i n g  Se ct io n  3.
The s e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  4 and its 
r e f r a i n  is s h o w n  in F i g u r e  23.
F i g u r e  23.
L a u d a t e  D o m i n u m  
S e c t i o n a l  o r g a n i z a t i o n  of S e c t i o n  4 -
Me as u re :  
Tex t :
Tra ns l a t i o n :
S e c t i o n  4 R e f r a i n  B
96 100 107
L a u d a t e  eum in 
t y m p a n o  et choro: 
* l a u d a t e  e u m  in 
c h o r d i s  et organo,
P r a i s e  H i m  w i t h  
t i m b r e l  a n d dance; 
p r a i s e  Hi m  w i t h  
s t r i n g s  and pipe.
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L a u d a t e  D o m i n u m ,  
l a u d a t e  D e u m .
P r a i s e  the Lord, 
p r a i s e  God.
118'
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T o n a l i t y  : F--
(I)
No. of parts; 5: S 1,A 2 ,T l , 1 2 , B2
I






Te xt u re  :
8: S1 , S 2 , A 1 , A 2 ,  
T 1 , T 2 , B 1 , B 2
fr ee  i m i t a t i o n  of 
m o t i v e s  4a, 4b and 
4c: use of d e c u p l e  1 
s t r e t t o -  I
c ho r d al
Sectio n 4 b e g i n s  w i t h  fre e i m i t a t i o n  of m o t i v e s  4 a and 4b 
in all five parts. A i c h i n g e r ' s  m a n i p u l a t i o n  of m o t i v e  4a 
is s i g n if i c an t .  He uses  it in st re t t o  ten times in 
s u c c e s s i o n  at the d i s t a n c e  of a q u a r t e r  note, as s h o w n  in . 
E xa m pl e  39.
E xa mp le  39. L a u d a t e  D o m i n u m  -- m o t i v e  4b in d e c u p l e  s t r e t t o
Jt\ of toi
'' - j i  'r
5^ ,: u r r  [ T  i j  u  I, I f C J ' t r t  r
-| I
O  m I. V  . > — — ^  » . fl —  -
t’/y f jU ’ in-nB ei’^ c .k o T O  I i«. if"
S 1 Ù  fijB'jVpsflîtL . rff, la twAyiM# e/ cko - rd.
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The second portion of text (Laudate e u m ) begins in a freely 
imitative m ann er  using all five parts and concludes with  
motive 4c (in chordis et o r g a n o ) being used in stretto
and stated in para lle l thirds in the ma nn e r of motive 2c
1 L
(me as. 36 ). M o ti v e  4c's contr ap unt al a cc om pa nim ent  moves
largely in contrary mo tio n (Example 40).
Example 40. La u d at e D o m i n u m  —  motive 4c: 
use of contrary motion
, loi..
4This portion of text is then repeated (meas. 103 f.) using
the same m us ic al  m a ter ial  that leads to a full cadence built 
on D wit h a "picardy" third.
R ef ra in  B is repeated following Section 4.
The sectional o r g a n iz a ti on  of Section 5 and its 
refrain is shown in Figure 24.
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Figure 24.
Laudate D o m i n u m  
Sectional or gan iz a ti o n  of Section 5




Tr ans la ti on :
Laudate  eum in 
cymbalis 
b en e s on a n ti b u s : 
*laudate eum in 
cymbalis jubila - 
t i o n i s : *omnis 
spiritus laudet 
D o m i n u m .
Praise Him with 
sounding cymbals; 
praise Him with 
loud clashing 
cymbals : let 





—  F —  F 
(IV)(I)
Tonality ;
No. of parts: 6: S 1,S 2 ,A 2 ,T 1 ,T 2 ,B2
Texture : free imitation of 
mo ti v e 5a: chordal 
an ti ph ony  of 
m oti ve  5b and 5b'
140 141'
Laudent ilium 
coeli et terra, 
mare et omnis 
creatura e i u s .
Let the heavens 
and the earth, 












The 2nd alto Is the leadi ng  voice of Section 5. It presents 
m ot i v e s  5a and 5b in two, tw o- m ea s u re  phrases. Free i m i t a ­
tion of m o t i v e  5a occurs in all six parts. Mo tiv e 5b is 
p re s e n t e d  in yet a ne w  way by Aichinge r.  A l th o u g h  his 
c o m p o s i t i o n a l  tec hni qu e as e xh i bi ted  in this psalm is based 
on m o ti v i c  usa ge w h i c h  is simil ar in pr i nc ip l e to that 
p ra c t ic e d  by his con te m po r a ri e s , his i ma g i na ti v e v a ri ati on
of the co nt e xt u a l s e tti ng is quite unique. For example,
2m o t i v e  5b (meas. 121 ) is p r e sen te d in ha r mo n i z e d  form in 
four vo ic es  p re ced ed  by a brief an n o un c e me n t  in the 2nd 
alto (Example 41).




This h a r m o n i z e d  settin g of m o ti v e  5b is then imitated  
a n t i p h o n a l l y  us in g a di fferent so n or ity  (S 1,A 2 ,T 2 ,B 2 ) and 
finally re -s t at e d  us ing  all six parts.
The second portion of text (Laudate eum) retains
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the an t ip h o ny  found in m ot ive  5b but ag ai n with different 
s o n o ri t i es  (S1,S2,A2,T1 followed by S 2 ,A 2 , T 2 , B 2 ) . M ot ive  
5b* then appea rs  with the text in c ym ba li s j u b i l a t i o n i s . It 
is a va ri an t of mo t i ve  5b caused by the di f fe r e nt  word 
r h y t h m  and is treated in the same h a r m o n i z e d  and antiphonal  
m a n n e r  as mo ti v e 5b. The final c ho rda l st a te men t of motive  
5b* is for all six parts and pr ov i de s  a cl i mac tic  finish to 
this se c ti ona l p o rti on with a full caden ce on D (#3).
The final p or tio n of ve r se  5 (meas. 131^) ab ru pt ly  
begins on a B- flat ma j o r chord (IV of F) e s ta b l i s h i n g  a 
m e d i a n t  r e la t i o n s h i p  wit h the pr e v io us  cadence. The text 
omnis spiritus laudent Do m in um  (let e v er yt h in g  that breathes  
p rai se  the Lord) is set in a s u st a i n e d  chordal texture for 
all six voices and is repeated once  (meas. 135^).
The final repeat of re fr ai n A follows Section 5 
and thus conc lu de s this motet.'
C HA P T E R  IV 
S UM MA RY  AND CO N CL U S IO N
The p ur pos e of this study has been to prepar e 
modern  p e r f o r m i n g  editions of four motets from Gregor 
A i c h i n ge r' s  Liber Sa c r a r u m  Cantionum, quingue, sex, s e pt e m  
et octo v o c u m  of 1597.
Chapt er I pr ov i de d an i n t r o d u c t i o n  to Gregor 
Aichinger, his s i g n i f i c a n c e  as a co m pos er  during the late 
fifteenth and early si xt ee nth  centuries, an ov er v i ew  of his. 
works, and the intent and format of this study.
A b i o g r a p h y  of Gregor A ic h i n g e r ' s  life and works 
comprised the content of Chapte r II. A i c h i n ge r  was a 
compo ser  of o u t s t a n d i n g  ability, yet his b i o g r a p h i c a l  
sketch shows very little i n f o r ma t i on  r eg a r di n g  his early 
life. Wi t h  the ex ce p ti o n  of two trips to Italy, A ic h i n g e r  
spent his en tire life li vin g wi t hi n  thirty miles of his 
bi rt h pl a c e in so u th e r n Germany. He was born and in i t ia lly  
educated in Reg ensburg, r e cei ved  his higher e du c a t io n  at 
Ingolstadt, and was em pl oy ed in Augsburg.
C ha pt er  II also re ve al ed three di s t i n c t l y  imp ortant
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I n f l u e nc es  upon A i c h i n g e r "s life and career. The Fugger 
family, who w e r e  w e a l t h y  fi na nc ie r s from Augs bur g,  pr o vi d e d  
h im  wi t h  the only  p os i t i o n  of em pl o y me n t  he ever secured, 
that of " F u g g e r - o r g a n i s t "  at the Church of St. Ul r i c h  in 
Aug sburg. A se c o nd  i nf l ue nce  s t emm ed  from his four years 
of study in Ve ni ce  w it h  the I t ali an m a s t e r  Gi o van ni G ab ri el i  
(1584-1588). Not only was G ab r i el i  the d e d i c a t e e  of 
A i c h i n g e r ' s  first pu b li sh e d c o l l e c t i o n  of Sacrae  Ca ntiones 
in 1590, but ex am p l es  of his cori sp e zza ti  co m p o s i t i o n a l  
tech niq ue  p e r m e a t e  all of A i c h i n g e r ' s  early collec tio ns . A 
third n o t e w o r t h y  i n f l u en ce  was the m us ic  of Lo d o v ic o  Grossi 
da Vi a d a na  w r i t t e n  in the n e w  c o n c er ta t o style. Aichinger. 
he ard  this n e w  and diff ere nt  style of mu s ic  du r i ng  his 
second visit to Italy (c. 1598-1600). More  than a n yt h i n g  
else, this e x p o s u r e  to Vi a da n a 's  music caused A i c h in g e r to 
r edirect his c o m p o s i t i o n a l  style toward e m p l o y in g  the new  
style m od e r no  p r i n c i p l e s  in his ch urch music. He be came 
the first Ge rm an  co m pos er to p u bli sh  a c o l l e c t i o n  of music 
for small vocal en s em ble s w i t h  t ho ro ug h bass.
Ch apt er  III pr o vi d e d an an a lys is  of the se le ct ed  
m ote ts  from the Li ber  S a cr a r u m  C a n t io n um  of 1597. The in- 
depth a na lys es  of B e n e d i c a m  D o m i n u m , pt. 1, Quis est h o m o , 
pt. 2, Ad est o unus D e u s , and La ud a te  D o m i n u m , have been 
done a c c o r d i n g  to formal, modal, m el od ic , moti vi c, and 
rhy thm ic  structur e.  Also, p o l y p h o n i c / h o m o p h o n i c  textural
120
effects and ex p r e s s i v e  textual effects have been id ent i f i ed  
and discusse d.
I t  was found that A i c h i n g e r  was quite c o n s er v a ti v e  
in his basic c o m p o s i t i o n a l  approach. Three d i s c o v er i e s led 
the presen t au t h or  to this conclusion. First, A i c h i ng e r' s  
mo dal  us ag e in the four motets, as well  as in the entire 
co lle ct io n, was qu ite  con se r va t i ve . He used only two 
di ff er en t modes, Do r i an  and Ionian, u s ua l l y  in their t r a n s ­
posed form. Secondly, this c o n s e r v a t i s m  of style was 
evident in A i c h i n g e r ' s  s p ari ng use of ch r o ma t i c al te ra t i o ns  
and cadences. And finally, the re s t r i c t i o n  pl ac ed  on the 
scale degrees upon wh ich  all caden ce s are c o n s t ru c te d  was 
also limited. Only three di ff er ent  degrees wer e used in 
B e n e d i c a m  D o m i n u m , Quis est h o m o , and Ad es to unus D e u s . 
La ud a te  D o m i n u m  e m pl oy ed  four.
A i c h i n g e r ’s pr im ar y c o m p o s i t i o n a l  c h a r a c te r i s ti c s  
we re  an o u t g r o w t h  of his education. As in the Ve n e ti a n  
manner, a n t i p h o n a l  in t e r p l a y  c o mp ri se d a large porti on of 
the four motets. This was true even in B e n e d i c a m  D o m i n u m , 
and Quis est homo , the motets wh ic h are for five voices and 
not in any ob vi ou s po l y - c h o r a l  co nf ig ura ti on . Also, there 
w e r e  n u m e r o u s  e xa mp l e s  of the V en e t ia n  "mixed" style in 
w hi c h any n u mb e r  of vo ic e s sing su st a in e d  notes h o m o p h o n i -  
cally w h i l e  the r e m a i n in g voices move in co n t ra p u nt al  
im it a ti o n  of each other. In add ition, as in the style of
121
all s i x t e e n t h - c e n t u r y  composers, Ai c h i n g e r ' s  music al  setting 
was d et e rm ine d de ci s i ve l y  by the text. In most cases, the 
textual groupings were short and det ailed, thus requiring 
short m us i c al  phrases. In the paired motets, B e ne di ca m 
Do m i n u m  and Quis est H o m o , the phrases were  usual ly  three 
me asu re s in length or less. A no t h er  c u s t o m  of the time 
wh ich  was employed by Ai c h i n g e r  was his use of trochaic 
rhythms d uri ng man y of the textual secti on s which exp ressed  
feelings of joy.
As important as the previ ous  c o m p o s i t i o n a l  c h a r a c ­
te ristics are, A i c h i n g e r ' s  true genius was most s i g n i f i c a n t ­
ly de mo n s tr a t ed  through the m a n i p u l a t i o n  of the many and
f:
v ari ed  mo tiv es  that he devised. This was achie ve d by means 
of four techniques: a ug me nt ati on,  i n v e rt i bl e  cou nt erpoint,
stretto up to ten times in succession, and most s i g n i f i c a n t ­
ly s t i m m t a u s c h . Each motet con tained n um er ou s examples of 
vocal in t er ch a ng e  not only b et we en  parts of re l a ti v e ly  equal 
timbre (soprano 1, soprano 2), but also b et w e e n  distant 'parts 
(soprano , b a s s ) .
Finally, this study has re s ul ted  in br i ng i n g  to 
light four l a t e -R e n ai s s an c e  motets wh i ch  have never before 
been pres ent ed  in mo d er n  pe rfo r m a nc e  editions. Gregor 
Ai ch i n g e r  was a compo ser  of great ability. His works 
reflect the tr ans it i on a l  period in wh i ch  he lived, from his 
co mpo si ti o n s in the Venet ia n style, to those in the newer
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con cer ta to  style wh i ch  employ small vocal ense mbl es  with 
thorough bass.
To this autho r' s kno wl ed ge,  only one of the twenty- 
nine volume s A i c h i n g e r  com pos ed has been edited and p u b ­
lished, and ind iv idu al mo tets from only eight of the r e m a i n ­
ing volume s have been ext ra cte d and edited in co nt e m po r a ry  
notation. It is ho p e d that, in the f u t u r e , the entire c o l ­
lected wor ks of A i c h i n ge r  might be p u bl i s h e d  and thus open 
m an y  more o p p o r t u n i t i e s  to hear his works and ap pr e c ia t e  his 
g e n i u s .
A P P E N D I X  A 
C R I TI C A L NOTES
In these edit ion s,  the m o te t s are w r i t t e n  in open 
score wi th a k e y b o a r d  r e d u c t i o n  at the b o t t o m  of each page. 
The inc i p it  of each m o te t  in di c a te s  the usual in f or mat ion : 
name of the voice, clef, key sig na tur e, time si gna tu re , and 
the first note or rest.
All bar lines are ed i tor ial  and are p r o v i de d  for 
mo de r n  r e a d i n g  convenience.
A i c h i n g e r  ad h er e d  to c o n v e n t i o n a l  s i x t e e n t h - c e n t u r y  
p r a ct i c e by us ing longae for his final notes, but their 
du ra t io n  in p e r f o r m a n c e  was c u s t o m a r i l y  left up to the 
p erf or me rs.  In these editions, the leng th of the final note 
is d e t e r m i n e d  by the nu m b e r  of beats need ed  to co m pl e t e the 
last bar. Its i n d e f i n i t e  length is in d i c a t e d  by a fermata.^
All c h r o m at i c  al t e r a t i o n s  found in the pr i m ar y  source
are pla c e d i m m e d i a t e l y  befo re the a f f ec te d  pitch. Generally,
^In L a u d a t e  D o m i n u m , A i c h i n g e r  ac tu a ll y  uses fermatas
at i n t e rn al  c a de nt ia l points in one of the two h o mo p h o ni e
s ec ti on s r ep eat ed  throughout. T h ose  used in the 1597 print 
are found on pages 184, 197, and 211. All r e m a i n i n g  fermatas 
are e d i t o r i a l  additions.
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ch ro ma tic  al t er at i on s  found In the prints of A i c h i n g e r ' s  
mo tet s ap ply  to the fo l lo win g note and each im m e d i a t e l y  
s u c c e e d i n g  note  of the same pitch. A change of pitch 
cancels the alteration.
E d i t o r i a l  chro mat ic  al te r a ti on s  are p l a c e d  i mm e d ia t e ­
ly above the af f e c t e d  n ot e  and alter that pitch alone. 
E xi s t i n g  mu s ic a  ficta pr i n ci p l es  of the late s i x t e e n t h -  
centur y pr o v i de  j u s t i f i c a t i o n  for their pl ac eme nt . In this 
co lle c t io n ,  these pr i n ci pl e s are ge n er a l ly  l im ite d to 
r ai si ng  the l ea d i ng  tone at cade nt ial  po int s (rule of "sub- 
s e m i t o n i u m ” ) and al t e r i n g  a pitch to avoid a trito ne  
r e l a t i o n s h i p  ("una nota sup ra  la, sempre est c a n e n d u m  fa"). ,
A i c h i n g e r  employs two signs of ch r oma ti c alteration:
the flat (t) and a symbol a p p r o x i m a t i n g  the p r e s e n t - d a y
sharp = The latter symbol served three purp os es . It
raised a pitch a semitone, can-celled a l r e a d y - e x i s t i n g  flats,
and served as a c a u t i o na ry  sy mbol to keep s pe c i f i c  notes
from being flatted in p e r f o r m a n c e  through a p p l i c a t i o n  of 
2m u s i c a  f i c t a . In these edi tions, all sharps used to 
cancel a l r e a d y - e x i s t i n g  flats app ea r as n a tu r a ls  before the 
affe cte d note.
Pr op o r t i o  dupla in the original no t a t i o n  ((jl) is
2 Thes e c a u t io n a ry  ac cid en t al s  are not ne e de d  in 
c o n t e m p o r a r y  n o t a t i o n  and thus are in d ic ate d onl y in these 
Critical Notes on page 130.
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always tr an s cr i b ed  in these editi ons  as duple meter (alia 
b r e v e ) and pr op o rt i o  tripla ((|3) is always transcribed as
3
triple me t e r ( ^ )•
All n o t a ti o n al  values in pr op o rt io  dupla have been,. 
reduced by on e -h alf  ( ̂  = c! ) and pr o po r t io  tripla sections 
have been q u a r te r ed  ( 0  = i). A co nsi ste nt  tactal re l a tio n-
3
ship wou ld  have resulted in a ^ s i g n a tu re  for the triple 
sections. This, however, might suggest a slower tempo since 
the m e n s u r a l  values are ge n e ral ly la rger (breves and s e m i ­
b r e v e s ) than in the duple sections (minims and s e m i m i n i m s ).
R e g a r d i n g  the re l at i o ns hi p  be t w e e n  duple and triple 
p r o p or t io n  in si x t e e n t h - c e n t u r y  m o t e t s , Michael Praetorius. 
explains that the sig nature ^ 3 is used to signify prop ort io  
tripla m e a n i n g  three semibreves fo ll o wi ng  the sign equals one
3se mi b re v e  of integer valor before it. Willi Apel adopts
this e x p l a n a t i o n  and elaborates it as follows: "in a sign
5 3of pro po rt ion , ... such as ^ or  ̂ (the same as 3), the 
d e n o m i n a t o r  refers to the notes p r e c e d i n g  the sign (integer 
v a l o r ) , and the n um e r at or  to those fo llowing it (p ro p o r ­
tion)."^ Therefore, in the fol low ing  editions, the duration
3M i c h a e l  Praetorius, Sy ntagma M u s i c u m , III, trans.
H. Lampl (D.M.A. disse rt at ion . U n i v e r s i t y  of Southern 
Califor nia , 1957) p. 107.
^ Wi l l i Apel, The No t at ion  of Polyphon ic Music 9 0 0 - 
1 6 0 0 , 4th ed., rev. and with co mm e n ta r y  (Cambridge: The 
Me di e v a l  Ac a d e m y  of America, 1953), p. 147.
126
of the s em i br eve  in proportio dupla is equal to that of 
three sem ib rev es in proportio tripla ( ( J O  
tr ans cr ib ed as ^ i J = ^ J, | j,)'
Ligat ure s found in the primary source are indicated 
by brac ket s ( 1 I ) and co lor at io n by broken brackets 
( r~ I ). By the end of the si xt e e nt h - ce n t ur y ,  very 
little me a n i n g  was attached to lig atu res  other than to 
indicate slurs (two notes for one syllable of text). 
A i c h i n g e r  was entirely consistent in o b s e r v i n g  this c o n ­
vention. In the fo llowing editions, each ligature was 
int erp r et e d  as two semibrev es  and t ra n s cri bed  accordingly.
The si gn i f ic a n ce  of colorati on had expanded during 
the last half of the sixt ee nth -c en tur y. Generally, it was 
used to sho w changes in the duration of notes and thus, the 
rhythm. Ac c or d i n g  to Apel, composers d uri ng  the last half 
of the s ix t e e n t h - c e n t u r y  began to use c o l o r a t i o n  in triple 
meter with a me n s u r a t i o n  signature of tempus pe r fe c t u m  to 
indicate a change from trochaic to i a m b i c  rhythm  ( J J 
becomes J J ) . ^ Al t ho ug h  A ic h in ger  used both types of 
c o l o r a ti on  in this collecti on  of motets, the wor ks  that 
have been edited contain only the latter usage.
The de c isi on to beam all co n se c u ti v e  ei ghth notes 
rather than flag them is somewhat arbitrary. Convention
^Ibid. , p. 136.
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dicta tes  b e a m i n g  ei ghth notes in i n s t r u m e n t a l  n o ta t i o n  and 
f la gg in g them in choral. Fr e q ue n t l y  how ev er,  mo d e rn  
pe rf o rm i n g  edit ion s in ma n u sc r i pt  form b eco me rather 
clut ter ed  in ap p e a r a n c e  es p e ci a l l y  if the textual layout is 
prim ari ly  syllabic. Since much  of the textual layout in 
A ic h i n g e r ' s  mo t et s is syllabic, I have b ea med  eighth notes 
together rather than flag them. Also, it should be noted 
that man y pu b li s h e r s  are now b ea mi n g ei ght h notes in all of 
their vocal ed i t io n s .^
As expected, there are no slur m a rk i n g s  over  any of 
the m e li s m a s  in the prima ry source and non e have bee n added 
in these editions. In spite of the lack of slurs, the 
m el i s ma s  should be sung legato.
The ch o o si ng  of a m e t r o n o m i c  m a r k i n g  of J  = 48
was a pe r so nal  ch oice and should not be co n si de r ed  definitive 
Af ter  some e xp e r im en t at i o n,  I de t e rm i n ed  that this tempo 
allowed for an un hur rie d,  natural m o v e m e n t  through the 
stre ssed and u n s t r e s s e d  sy llables of the text, p a r t i c u l a r l y  
at p r o p o r t i o n a l  changes of tempo. It also pr o vid ed for an 
ease of m e l i s m a t i c  neg oti a ti o n . Af te r  m a k i n g  this choice 
for the reasons exp lai ned  above, I d i s c o v e r e d  that Apel
°Two such pu bli sh e rs  are Ar i s t a  Mu sic  Compan y of 
New York  and A-R Editions, Inc. of M a di so n,  Wiscons in.  
W i l l i a m  E. H e t t r i ck 's  edition of A i c h i n g e r ' s  Can tiones  
E c c l e s i a s t i c a e  employs this type of choral  notation. See 
Gardner Read, Music No t at ion  - A Ma nue l of Mo d er n  Pr a ct i c e  
(Boston: Al ly n  & Bacon, Inc., 1964), p. 292.
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r ec o m m e n d e d  the same tempo.^
Pitch r e p r e s e n t a t i o n  in the late s i xt ee nt h and 
s e v e n t e e n t h  cen tur ie s was not abs olute. It f lu c tu ate d  
a c c o r d i n g  to the n a t u r e  and li m i ta t i on s  of the vocal p e r ­
sonnel an d / or  i n s t r u m e n t s  w h i c h  were used in any speci fi c 
per for m a nc e .  Th er ef or e , the f o l l o wi n g  ed iti ons , al t h ou g h  
r e c o n s t r u c t i o n s  of the pr im ary  source ma t er i a l,  may be 
tra nsp o se d  to any key whi ch  makes their pe r f o r m a n c e  fit 
wi th i n the p erf orm er s' limita tio ns .
Pitch d e s i g n a t i o n s  are listed a c c o r d i n g  to the
fo ll o wi n g  formula: mi d d l e  c is o n e- l i n e  o cta ve (c^), the
2c above m i d d l e  c is t wo -l in e oct ave  (c ), the c bel ow  
mi ddl e c is great o ct a v e ( C ) .
In p or ti on s of Laudate D o m i n u m , e di t o ri al  
d i s c r e t i o n  j us t i fi ed  an a dj us tm ent  in v o i c e - p a r t  d i s t r i ­
bution. In all cases, this was done b e c a u s e  the t e ss it ur a 
of the or i gi nal  v o i c e - p a r t  was c o n s i s t e n t l y  too low to be 
sung w it h  na t ur a l  vocal pr oduction. For example, in 
m e a s u r e s  34-52, the te no r 1 v oi c e -p ar t  was or i g i n a l l y  
locat ed in the Bassus  p a r t - b o o k  on the pages m a r k e d  Altus 2.
7
Ibid., p. 191. "Al tho ugh  the i n d i c a t i o n s  concerning 
the du r a t i o n  of the t a c t u s , such as are found in various 
treatise s, are much less clear than we wo uld  like them to be, 
yet they are s u f f ic i en t  to show that the tactus was a t e m ­
poral unit equal to M.K. 48, more  or l e ssT"
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The tes si t ur a ,  gene ral ly  "f" - "d^", was deemed too low for 
the alto  2 voice-p ar t;  therefore, the adjustm ent  was made. 
Ot her  sp e ci fi c  locations and v o i c e - p a r t  ad justments follow:
a. Meas. 64-75: the tenor 1 voi ce - pa rt  was
o r i g in a ll y  located in the 
Altus 2 part book, tenor 2 
in Tenor (1), and bass 1 in 
Tenor 2 .
b. Meas. 96-107: alto 2 was original ly
located in Altus (1) and 
tenor 1 in Altus 2 .
c. Meas. 119-140: alto 2 was ori gi n al l y
locate d in Altus (1).
Te xtu al  under la y pr es e n te d  few signif ica nt problems. 
At those o c c a si o n al  places the notes and syllables w er e  n o t . 
p r o p e r l y  aligned, it was always evident from context under 
wh ich  notes the text should be placed. Edi torial r e a l i z a ­
tions of the textual re p et i t io n s  indi ca te d by the c o n v e n ­
tional symbol "ij" are placed .in br ac k et s  ( [ ^ ) .
The spelling and p u n c t u at i o n of the texts in the
pr im a ry  source wer e gene ra ll y con sis te nt with those found
8 9in the Libe r usualis and The Hours of the Divine O f f i c e .
The few apparent no ta t io n a l errors dis co ve red  in the
Q
Lib er usualis (Tournai: De s c l e e  & Co., 1952).
9
Hours of the Divine Office, 2. See footnote 12,
page 74.
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primary source are c or rec te d in these editions. The 
f ollowing par agr a ph s  list the o r ig i n al  ma te r i a l  found in 
the 1597 print wit h errors bei ng  ide nti f ie d  by voice- 
part,^^ m e as ur e  number, and beat nu mbe r in s upe rs cr ip t in 
that order.
B e n e d i c a m  Dominum: pt. 1 : no no t a ti o n a l  errors.
Quis est homo; pt. 2 : B; 24^ - "a" in st ead  of "g'
in print. B: 25^ - "g" instead of *'B" in print.
3Adesto unus D e u s ; A 2 : 38 - c a u t i o na r y  sharp
before " e ^ " in print.
Lauda te Dominum: C: 14^ - breve instead of semi-
breve in print. B 2 : 73^ - ^  instead of ^  ^  in print
Tl: 7 5 ^ ’^ - O -  i ns tea d of A -  4  in print. Bl: 8 4 ^ ’^
s em i bre ve "B" in print. A1 : 26^, A1 : 78^, A2: 88^, T 1 : H 3 ^ ,
3 IA2 : 143 - ca ut io n ar y  sharps before "e " in print.
= C a n t u s , A1 = Altus (1), A2 = Altus 2 etc.
A P P E N D I X  B
P ER F O R M A N C E  EDITIONS  
OF
B E N E D I C A M  D O M I N U M , pt. 1 
QUIS EST H O M O , pt. 2 
A DES TO  UNUS DEUS 
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